; _.h.ﬂJ | il 1 ; |.'|.w:un Lleneriity

|._|"}"'| ..-._,_L':,.‘ % | Hll.'ll.“_lu' af Archaselagy &j
=i

_.-u.\L-u—J'l Skl =k

J
P Nt 3 SHEDE'T
..ﬂg-n-ﬁ-” EJHII:? = Jﬂy] 3..:.15 Lﬂb_}-’-nﬂ:i Eﬂi—‘hﬁ E-i'_j-:uﬂ E-L"H-Jﬁ Annual Peer-reviewed Journal of the Faculty of Archaealogy - Fayeum University

anﬁ‘}%

i
=
=
=
T
L=
=
=
&
g
.
ay
&
<
B

(»2019) ‘_,.-'.'-‘IL.-J-'I Al

Issue No. 6 (2019)




SHEDPET






L/

o o
M
7~

Fayoum University Faculty of

Archaeology

SHEDET

Issue No. 6 (2019)

Annual Journal issued by The Faculty of Archaeology, Fayoum University
ISSN: 2356-8704

Print ISSN: 2356-8704

Online ISSN: 2536-9954

WEBSITE: http://www.fayoum.edu.eg/shedet/

DOI Prefix: 10.36816
DOI: 10.36816/shedet.006

SHEDET

Fayoum, 2019


http://www.fayoum.edu.eg/shedet/
https://search.crossref.org/?q=shedet
https://doi.org/10.36816/shedet.006.10




Fayoum University

Faculty of
Archaeology

JOURNAL OF THE FACULTY OF ARCHAEOLOGY — FAYOUM UNIVERSITY
(SHEDET)
FOUNDED BY
THE FACULTY OF ARCHAEOLOGY — FAYOUM UNIVERSITY
The guidelines, the publications and the news of the journal is available online at

WEBSITE: http://www.fayoum.edu.eg/shedet/

© 2014—2019 Faculty of Archaeology — Fayoum University
2018, Faculty of Archaeology - Fayoum University. All rights reserved.
NON-COMMERCIAL REPRODUCTION

Information in this journal has been produced with the intent that it be readily available

for personal and public non-commercial use and may be reproduced, in part or in whole
and any means, without charge or further permission from the Faculty of Archaeology-

Fayoum University. We ask that:

- Users exercise due diligence in ensuring the accuracy of the materials reproduced;

- Taculty of Archaeology — Fayoum University be identified as the source; and

- The reproduction is not represented as an official version of the materials
reproduced, nor as having been made in affiliation with or with the endorsement
of the Faculty of Archaeology — Fayoum University.

COMMERCIAL REPRODUCTION

Reproduction of multiple copies of materials in this journal, in whole or in patt, for the
purposes of commercial redistribution is prohibited except with written permission from
The Faculty of Archaeology — Fayoum University. To obtain permission to reproduce
materials in this journal for commercial purposes, please contact the Faculty of
Archaeology — Fayoum University, Postal code 63514. Al-Fayoum city. Egypt.

E-mail: shedt@fayoum.edu.eg & editor.shedet@fayoum.edu.eg



http://www.fayoum.edu.eg/shedet/
mailto:shedt@fayoum.edu.eg
mailto:editor.shedet@fayoum.edu.eg

SHEDET (6) | 2019

L
L
1 l - T
Fayoum University Faculty of Archaeology

SHEDET, Issue No. 6 (2019)

Annual peer-reviewed journal issued by the faculty of archaeology, Fayoum University

BOARD CHAIR

Prof. Dr. Atef Mansour M. RAMADAN
Dean of the Faculty of Archaeology — Fayoum University

THE DIRECTOR OF THE JOURNAL

Prof. Dr. Ibrahim SOBHI

Vice dean for the post graduate and research




| SHEDET (6)

[yt

Faculty of Archaeology

Fayoum University

SHEDET, Issue No. 6 (2019)

Annual peer-reviewed journal issued by the faculty of archaeology, Fayoum University

MANAGING EDITORS
Dr. Maher A. EISSA Dr. Ahmed AMEEN
maher.eissa@fayoum.edu.eg ahmed.ameen@fayoum.edu.eg
Professor of Coptology/Egyptology Associate Prof. of Islamic Archaeology

Faculty of Archaeology — Fayoum University

EDITORS
Dr. Austin NEVIN

austin.nevin@jifn.cnr.it
Institute for photonics and nanotechnologies, National Research Council - (CNR-IFN),
Italy

Dr. Abdelrazek EL-NAGGAR
abdelrazek.elnaggar@fayoum.edu.eg

Associate Prof. Restoration Dep., Faculty of Archaeology — Fayoum University

Dr. Ahmed MEKAWY
ahmed.mekawy@cu.edu.eg

Associate Prof. of Egyptology, Faculty of Archaecology — Cairo University

ASSISTANT EDITORS

Dr. Mohamed A. NASSAR
Egyptology Dep., Faculty of Archaeology — Fayoum University

Dr. Hamada Thabet
Islamic Archaeology Dep., Faculty of Archaeology — Fayoum University

LANGUAGE EDITOR
Kimberley WATT

THE SECRETARY
Dr. Mohammed Elsayed
Egyptology Dep., Faculty of Archaeology — Fayoum University



mailto:maher.eissa@fayoum.edu.eg
mailto:ahmed.ameen@fayoum.edu.eg
mailto:austin.nevin@ifn.cnr.it
mailto:abdelrazek.elnaggar@fayoum.edu.eg
mailto:ahmed.mekawy@cu.edu.eg

SHEDET (6) | 2019

o)
b

Fayodm University

VT T

Faculty of Archaeology

Advisorg Boaro

Anne BOUD’HORS

Arianna D'OTTONE

Atef Mansour M. RAMADAN
Austin NEVIN

El-Sayed MAHFOUZ

Ezzat H. QADOUS

Gamal A. MAHGOUB
Jacques VAN DER VLIET
Khaled EL-ENANY
Mahmoud EL-HAMRAWY
Matija STRIC

Mohamed Abdel-Satar OTHMAN
Mohamed M. ALKAHLAWY
Ola EL-OGAZY

Philippe COLLOMBERT
Rafat EL-NABARAWY
Stefan HEIDEMANN
Stephen QUIRKE

IRHT — CNRS (Paris), France.
University of Rome, Italy.
Fyoum University, Egypt.
Politecnico di Milano, Italy.
Assiout University, Egypt.
Alexandria University, Egypt.
Fyoum University, Egypt.
Leiden University, the Netherlands.
Helwan University, Egypt.
Sohag University, Egypt.
University College London, UK.
Sohag University, Egypt.

Cairo University, Egypt.

Cairo University, Egypt.
Geneva University, Switzerland.
Cairo University, Egypt.
Hamburg University, Germany.

University College London, UK.

Views are presented in this journal do not necessarily reflect those of the Faculty of Archaeology —
Fayoum University.




| SHEDET (6)

s

Fayodm University

[yt

Faculty of Archaeology

EDITORIAL FOREWORD

On behalf of the editorial board and the administration of the faculty of
Archaeology — Fayoum University, we are proud to present the sixth issue of
SHEDET (the Journal of the Faculty of Archaeology — Fayoum University). With this
journal, we are opening a new era of scientific publication of Heritage and
Archaeology in Egypt, designed to reach people all over the world, and to be judged
according to international standards of excellence.

Presenting the sixth volume of SHEDET gives us — in the same context of our
five previous volumes— happiness and challenge; happiness in being able to provide
our readers with a volume of selected and refereed intellectual contributions, and
challenge in trying to sustain this journal and provide publications of international
quality. Of course help is needed from scholars and researchers all over the world in
the field of heritage and archaeology, to be able to continue and sustain producing this
publication. The continuation of this journal is vitally important, as it is one of the
very few scientifically peer-reviewed journals dedicated to Archaeology in Egypt

The main scope of the SHEDET Journal is various aspects of ancient
Egyptian, Islamic and Coptic archaeology, conservation, museology, and heritage
(concerning language, literature, history, art, and related subjects), before the modern
period. It aims to publish research that contributes to the enlargement of knowledge or
the advancement of scholarly interpretation.

Finally, we would like to thank all contributors to the successful publication of
this new journal for their support and collegial collaboration, and express our hopes
for more successful issues to come. We must also thank all the editorial team,
language editor, and advisory board for all their efforts.

Prof. Dr. Atef Mansour & Prof. Dr. Ibrahim Sobhi
Fayoum, 2019
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A NEW VISION ABOUT HANDS’ DRAWING
IN THE ARAB PAINTING

Ahmad AL-SHOKY

Faculty of Arts, Ain Shams University, Egypt
E.mail: Ahmad.alshoky(@art.asu.edu.eg

ABSTRACT

The Arab Painting School is one of the most
important  artistic of Islamic  painting.
Therefore, there have been a lot of studies
about its representatives in term of
classification of their images, their artistic
characteristic and methods. However, none of
these studies clearly indicates the different
patterns of painting hands in this school, some
of which were carried out in a number of
scenarios in a manner contrary to logic, which
is reflected in many of the paintings, and the
remarkable thing here is that this difference
may be drawn in the hands of one person only
while drawing the rest of the hands of the
characters in the same visualization in a correct
and logical manner. All of that confirms the
painter’s knowledge of the correct technique of
hands drawing, and it is also likely that there is
a certain reason behind the drawing of the hand
of this person in a different way to reality. This
study traces and includes these models to
discover the nature of this method, and to
explain the reasons which propelled the
painters of the Arab Painting School to
implement it in their various images.

Keywords
Arab Painting School, Hands Drawings, Egypt,
Mamlik Painting.
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INTRODUCTION

Drawing and painting were one of the most important Art which accepted by Muslims to
decorate walls and manuscripts.'Islamic painting in its various centres received scholars’
attention. Many studies have been dedicated to studying the Arab School of Painting along
with its characteristics; others have classified its artistic production according to the various
technical centres affiliated to it.> However, this school still comprises many phenomena that
deserve further research to improve the understanding of the characteristics of this school
and to detect its painters’ methods. One of these methods focuses on the drawing of hands.

It should be noted that recent studies have found that the hands are among the most
important means of human development®. They prove that there are more neural connectors
between the hands and brain than any other body parts. In addition, human hands’ motions
are a strong indication of our emotions. Their importance and their signals mean that the
hands were often clearly depicted in front of the body.*

For that raison, painters have often been interested in the methods to draw hands, and they
have developed different theories on the topic from the Renaissance to the modern era. In
terms of different situations and methods of implementation, they found that the hand is the
most moveable part of the human body; because of its multiple positions, they consider that
the drawing of hands is a necessary process.” So, Leonardo da Vinci advised those who
wanted to practice the art of painting to diversify the movements, whether in their organs,
hands or ﬁngers.6

In reviewing artists of the Arab Painting School, one notices that they are generally
interested in the drawings of hands, fingers and their positions. Many scholars interpreted
this as an attempt to break the monotony and to create a state of dialogue between the main
characters in the painting.’

Despite this, a series of paintings show artistic weaknesses in the drawing of the hands. In
others, we see a reverse drawing of the hands between the right and the left of the same
person, contrary to nature. However, the painter drew perfectly the hands of the other
persons in the same painting. This dichotomy questions the reasons behind this phenomenon:
was it the result of a weakness in the painter's artistic ability? Did the painter intend to draw
hands different from the reality? Did he consider these characters unimportant for his
composition and minimise the effort for their implementation? Did other motives cause this
appearance?

Although these confusion and weakness in the drawing of hands appears in many of the Arab
paintings, there is no study dedicated to this subject. This may be due to the scholarly
concern of human figures along with their movements, as well as a focus on the main

'7aki, al-fan al-Islami, p.10.

2 For more details see: Al-Basha, Al-Taswir al-Islamifi al-’Istir al-Wustd, p.134; Fargali ,Al-Tagwir al-Islami,
pp. 80-83; Hussein, Al- Madrash fi Al-Taswir al-Islami, p.116.

’Alan M. Wing, et al., The Neurophysiology and Psychology of Hand Movements, pp.1-3.

*BarbaraAnd Allan Pease, The Definitive Book of Body Language, pp. 125, 141.

> Atris, Fan al-Taswir, p.73;Lomis,Drawing the Head and Hands, pp.133-151.

®Leonardo da Vinci, Nazariat al-T aswir,p. 204.

"Hussein, Al-Fniin al-Islamih fi al-"asr al-Fatimi, pp.226-228; Al-Shoky, "Tasawir Al- Madrash al-’ Arabiah fi
daw’ al-qawa’id al-Hadithali’ilmloght al-Gasad", pp.804-810.
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components of the painting from the artistic and illustrative aspects. This paper aims to
identify this phenomenon appearing in the Arab Painting, and then analyse and provide an
interpretation.

Historical sources show that the Arabs described knew the differences within the movements
of the hands and fingers, and identified them by different names. The a/-Tha ‘alabr (d. 429
AH/1038) cited in his book “Figh al-Loghahwa Sir al- ‘arabiah™ about 36 names describing
the hand movements and fingers signals. Moreover, in the eighth chapter of the same book,
there is a detailed description, under the title “Analyzing the hand movements and its
positions, and their classification” a pioneering reference that confirms the Arabs’ knowledge
about the indications given by the different movements of the hand.® It illustrates how the
Arabs knew early on the differences between the correct and the wrong movements of hands
and fingers, which define the rules that the painters should follow in their drawing.

The first example shows the drawings of hands in the painting called “The Six Kings”
located in the Umayyad Qusayr 'Amrah, dating back to the reign of al-Walidlbn ‘Abd al-
Malik 96-86 H (705-715),” which is one of the oldest known Islamic paintings executed in
fresco. This painting was greatly influenced by Sassanian art, especially the hands drawn in a
way that symbolised capitulation and submission. '’

Another early painting contemporary to the previous one comes from the Qasr of al-Hir al-
gharbi which was built by the Caliph Hisham Ibn ‘Abd al-Malik in 109 H (729)," now
preserved in the National Museum of Damascus (Pl. 1).12 This painting is surrounded by a
circular frame with the image of Mother Earth “Gaea”, the Greek goddess of the earth,
holding a fruit-filled basket, with a serpent coiled around her neck."

The weakness of the execution of the goddess Gaea is noticeable, as her face is drawn at a
smaller scale that does not fit her body size. This is especially visible in the left hand,
proportions for the rest of the body. This may be due primarily to the fact that the hands were
not presented in the model that the artist was aware with his basic role of portrayal— if it
existed. It is possible that these were the last elements added by the painter to the scene and
executed in a hurry, which showed this weakness and disproportion with the contrary
Byzantine methods."

$Al-Tha‘alabi said: "If a person looks at people in the sun, then he should stick the letter of his palm to his
forehead it's called Istikfaf , and if he raises his hand from the forehead it's called Istishfaf, If he raises his
forehead more it's called Istishraf, If he puts his handon the wrists it's called I‘tisam, if he puts them on the
biceps it's called I‘tidad, if he moves the forefinger only it's called al-Ilwaa’.For more details see: Al-Tha‘labi,
Figh al-Loghahwa Sir al-‘arabiah, pp. 134-135.

’Grabar,"The Painting of the Six Kings at Qusayr 'Amrah", pp. 185-187.

"Grabar, The Formation of Islamic Art, pl.3; Fowden,Qusayr Amra: Art and the Umayyad Elite in Late Antique
Syria, pp-197-226.

"Bisheh, The Umayyads: The rise of Islamic Art, from, The Umayyads The Rise of Islamic Art, pp.53-57.
12E'rtinghausen,Amb Painting, pp.35-36.

PThe pictureis surrounded by a square of decoration surrounded by a frame with successive spiral circles,
including vines.The square surrounding the circle was decorated with vegetal motifs, with two creatures
displayingthe upper half of the human body and the lower half resembling snake’s coils, thickened with fins.
The Tharwat‘Okasha mentioned that Schlumberger said “These creatures are in sea catacombs ». For more
details see: Ettinghausen,Arab Painting, pp.35-36; Okasha, Mawso ‘at al-Taswir al-Islami, p. 70.

" Grabar,"Islamic Art and Byzantium", pp. 67-88. pl.85.
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P1.1 Gaea and Marine
Centaurs, floor fresco,
Qasr of al-Hir al-gharbi,
National Museum of
Damascus

The first known examples of painting on paper and manuscripts date back to the Abbasid
period.lSAmong the collection of "Archduke Rainer" in the National Library of Vienna, there
is a drawing on paper showing a “horseman riding a horse” (Pl. 2). The reverse of this
drawing comprises an Arabic inscription reading:

0 o ot gl [9a Laa] odng db daall |8 4 saalFelS dule abs ¥) Ads Ly’

It is said that it was found in the province of Fayoum, and probably attributed to Egypt in the

4™ H (10™) century; it is known by many scholars as the oldest Islamic painting on paper. 17

PI. 2. The National
Library of Vienna, a
drawing on a
papershowing a
“horseman riding a
horse”, Fayoum (Egypt)
4" H (10™) c.

In this painting, the knight holds the horse with his left arm, his hand held in a manner
different from reality; the viewer sees the palm of his hand and his fingers bent to the left to
catch the bridle, as if it was his right hand, in violation of reality. One may argue that it is
due to the limited abilities of the artist, but this reasoning overlooks the artistic abilities of
the painter, which appear in the vitality of the movement of the horse and the skilful
expression of the features of the cavalier’s face, his body, the folds of the horseman clothes
drawn transparent to showcase his leg. For these reasons, I suggest that the artist intended to
draw the hand in such a method. This may be due to his keenness to show the knight's grip

13<Okasha, Mawso ‘atal-Taswir al-Islami, p- 75.

'SPreserved under No. 954, paper measures 9.4 x 7.1 cm. For more details see: Arnold, (T.W), and Grohmann,
(A)., The Islamic Book. A Contribution to its Art and History, pp. 6-7.

"Hassan ,Atlas al-Fonwna-lzokhrofiah al-Islamiahwa al-Tasawirp. 849, p. 509.
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on his horse's bridle, which suggests that this sheet of paper was part of an educational
manuscript concerning the equestrian art. The focus of the painter being educational rather
than artistic, he highlighted these aspects to show the main objective of this drawing.

A similar Fatimid painting on paper, dated the 5™H (11™) century (PI. 3), preserved in the
Museum of Islamic Art in Cairo,'® was executed with black ink and shows two soldiers
within a decorated frame. Above the main scene there is a foliated Kufic inscription reading:

" Almighty and turnout To the commander Abu Mansour" Toshaie (o 3l Jldly e”

The right solider holds a spear in his hand, and on his head, there is a turban, its tail adorned
with the Arabic word “4S_»” " Blessing". The left warrior holds a sword decorated with the
words “Judls 3= "Almighty and turnout" and holds also a spear in his right hand. Both heads
are surrounded by a circle.

The left hand of the soldier on the right was drawn the same way as seen in the previous
Fayoum drawing; thus his left hand, which holds the spear, appears to be his right. Both
hands of the other soldier were done in the correct manner. This confirms that the painter
knew what he was doing and was familiar with the rules of drawing hands and their
directions. Thus, he may have stressed here the strength of the holding of the spear by
showing the soldier's grasp, ignoring the artistic features, which he skilfully applied
elsewhere in the same painting. '

N NVNIS NN
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PL.3. Two soldiers, Drawing
on paper, Fatimid period, 5"
AH/ 11™ AD century,
Egypt, The Museum of
Islamic Art in Cairo

The question here is whether this confusion in this painting is also apparent when hands are
stretched out. Another Fatimid example answers this query. It is a restored ceramic-luster
dish preserved in the Museum of Islamic Art in Cairo (PI. 4), attributed to the late Fatimid
period"’ (6th H/120 century).”’The decorated scene shows a wrestling game between two
bearded men, surrounded by spectators, standing and sitting, with the referee at the left of the
scene, raising his right hand to the top while pointing with his left hand towards the
wrestlers, perhaps referring to the necessity of stop playing. The theme of this painting is
considered one of the most important expressive pictorial scenes of that period.?' All the

¥Number 13703. For more details see: Hassan ,Knowzal-Fatimiun, p. 102.

Ettinghausen,drab Painting,pp.55-82; Grube, "A Drawing of Wrestlers in the Cairo Museum of Islamic Art",
pp- 89-106; Bear, "The Human Figure in Early Islamic Art,pl.36. pp.32-41.

2 Ahmad, 4l-Fan al-Islami Hata nehayat al-"Asr al-Fatimi, p. 125.

'No. 9689, diameter 383 mm, for more details see: Ettinghausen, Arab Painting, pp. 55-56.
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hands in this scene were drawn correctly except for the left hand of the referee, which was
drawn flat and stretched out. In a totally wrong position, in this case, the thumb should be on
the top of the hand, while it is shown turned out under the hand; this is only compatible if
this is the right hand. Moreover, it is difficult to believe that the painter who carried out this
wonderful visual scene did this obvious mistake, especially as he drew all the other hands in
the scene correctly. This non-realistic depiction, considering the theme of the painting along
with its various movements, may refer to a specific action from the referee indicating a
familiar sign during that period, perhaps announcing the end of the game. Scrutinising this
scene shows that the player who is facing the referee seems very violent, whilst the features
of the other player reflect pain and the desire to yield in. Thus, the referee’s hand has been
drawn in this non-figurative way to stress on its meaning, a sign to end the game
immediately. This suggests that the Fatimid tradition in painting focuses mainly on the topic
or the message of the drawing rather the artistic rules.

PL4. A Wrestling
game on a Fatimid
luster dish, Egypt
(Source: The Museum
of Islamic Art in
Cairo)

This tradition continued during the Mamlik period, as suggested by a painting on paper also
preserved in the Museum of Islamic Art in Cairo, which represents the “game of tahtib™*
(P1.5) attributed to the Mamliik manuscript entitled 2" 8 a ;) Jid) asell “al-’adim al-mthl
al-raft’ al-qadr”. Two men are playing while the referee or trainer stands on the left of the
painting. The player on the right is holding his stick with his left hand, while grasping his
opponent's one firmly in his right hand. This hand was drawn in a non-figurative way; its
grip is visible and its fingers are turned back; in reality the grip should disappear behind the
stick with only the fingers visible. Once again, the painter gave priority to the topic rather the
artistic rules, stressing on the modality of the strong holding of the stick.

Consequently, some painters of the Arab painting preferred to overlook the artistic rules
which they knew very well— to focus on the main message of their design, especially if it
included an educational aspect, participating in the main goal of the drawing or the
manuscript as a whole.

ZNumber 18019 in the records of the Museum of Islamic Art in Cairo.

BThese images were misidentified as manuscript of " 4w s ill Glali Al’ab al-Frusiya" as well as "Nihayat al-sul
wa al-Umniah 45¥5 Jsdl 443", However, Mohammad Ibrahim identified the manuscript in which these
painting were taken, from the manuscript of " 3l xd )} Jiall an=ll al-’adim al-mathal al-rafi’ al-qadr" For further
details, see: Abd Al-"al, [lm al-Rami, Founuh wa Adwath fi daw’ al-Makhtotat al-Mamlukiah Dearasa
Hadariah Atharih, pp. 104-111.
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PL5 Tahtib, from al-’adim al-mathal al-rafi’ al-qadr manuscript, Mamlik period,
10™ H/16™ century, Egypt, (Source: The Museum of Islamic Art in Cairo)

When surveying this phenomenon, it was noticed that in some specific pictorial scenes the
painters were imposed to draw non figurative hands, as in the trumpet blowers’ scenes.
There, the hands were drawn non-realistic.

The seventh maqamah “Barga ‘diyah™* (P1. 6) of the “Maqamatal- Hariri” —preserved in the
National Library of Paris,dated 634 H (1237), attributed to the famous painter Yahia Ibn
Mohammed al-Wasiti from Baghdad-represents an interesting example of the scene known
as the “Reconnaissance the Crescent of Shawal”. It depicts a group of musicians playing on
their different musical instruments while they are riding mules and donkeys. Horn blowers
occupy the left corner of the scene. Each grabs his trumpet with his left hand and put it on his
mouth, lifting it to the top. The hand was drawn from the inside and looks like the right hand,
which is strange to al/-Wasiti, who was famous for his interest in details and the accuracy of
implementation. A/-Wasiti is considered by most scholars to be the most famous painter of
the Arab painting.”°4/-Wasiti had the choice between three options: the first was to draw
normally the players as they are holding the trumpet with the right hand, but with the trumpet
raised upwards, as seen in the scene, the right arm would cut off the faces and completely
cover them.

The second choice was to draw the left hand holding the trumpet, but in this case only the
fingers would appear while the hand grip would disappear. This would give the viewer the
impression of faintness and weakness of the trumpet players as a result of holding these
trumpets with the left hand. This option was not favoured by al-Wasiti, who resorted to
having the player hold the trumpet with his left arm, showing the strength in the hand grip
acting as the right hand, as it was illustrated.

**Al-Barqa'diyah refers to Abu Zaid’s uncle, and how his wife led him anddispersed him with the ritual prayer.
For further details see Al-Har1ri, Magamatal- Harirt, pp. 68-74.

PReserved with MS number. Arab 5847 (Schefer Hariri), foilo 19 recto, Full paper measures 234 x 261 mm for
more details see: Ettinghausen, Arab Painting, pp.118-100; O'kane, "Text and Paintings in the Al-
WasitiMagamat", pp. 41-55.

2Okasha, Fan al-Wasit, pp.11-16; Roxburgh, "In Pursuit of Shadows: Al-Hariri's Magamat", p.171.
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PL.6. Reconnaissance the
crescentof
Shawal"Magama tal- Harr,
seventh maqamah
"Barqa ‘diyah National Library
of Paris, dated 634 AH / 1237
AD, Baghdad, by al-Wasitt
(Source: Ettinghausen, Arab
Painting, p.118)

This hypothesis is confirmed by another painting by a/-Wasiti himself in the thirty-first
“Magamat”, showing the “Parade of pilgrims” (P1. 7).” It shows a procession of overlapping
musicians, as in the previous painting, but this time they are riding horses and camels. The
position of the trumpets players here was suitable to hold their trumpets with their right
hands without cutting off the face, but al-Wasiti did not do so because the fingers of the hand
would appear instead of the grip. So, al-Wasiti drew the players holding their trumpets with
their left hands, tilting the body slightly forward so as not to let the arm block the details of
the face. Al-Wasitt was eager to show the grip of the trumpet’s players, to add a sense of
enthusiasm and strength to the viewer, which is described by ‘Okasha: “short trumpets that
excitedly pumped.”*®

P1.7 Procession of pilgrims,
"Maqamatal- Hariri, :
seventh magamah 1
"Barga ‘diyah National
Library of Paris, dated 634 ]
H (1237), Baghdad, by al-
Wasitt !

(Source: Roxburgh, "In

Pursuit of Shadows: Al-

Hariri's Magqamat", pl.177)

2’Roxburgh,"In Pursuit of Shadows: Al-Hariri's Magamat", pp.171-212.pl.177.
BOkasha, Fan al-Wasifi, p.71.

A new vision about hands’ drawing in the Arab Painting | - 123 -



Ahmad AL-SHOKY SHEDET (6)

Despite the scarcity of Arab painting scenes that show the shape of the hand during the
blowing of the trumpet, we can see that the difficulty of its painting was a challenge for most
painters and that continued clearly even after the end of the Arab school in Iraq. The same is
seen in early Mongol painting which was influenced by the Arab painting traditions; in this
instance, each painter tried to solve the problem using his own way and experience. The
painting of the "Angel Israfil"* blowing the horn depicted in the manuscript of al-Qazwini
the "‘A4ja’ib al-makhligat waghard'ib al-mawjidat", presents a distinguished example.

PL8. Qanun al-Donyawa‘jab’ha" "The Law of the World and its Wonders" TopkapiSaray Museum,
Istanbul, written by ShaykhAhmed al- Masri in 970 AH / 1562 AD, Mamlik, Egypt or Syria
(Source: ‘Okasha, Mawso ‘atal-Taswir al-Islamt, pl. 122M, p. 126)

This method can be seen also in a late manuscript entitled “Qanun al-Donya wa‘jab ha”
“The Law of the World and its Wonders” attributed to Egypt or Syria, preserved in the
Topkapi Saray Museum in Istanbul; it is a book written by Shaykh Ahmed al-Masri in 970 H
(1562), following the Mamluk style which may have been done in Syria as evidenced by
many architectural decorations.’’There are two opposite paintings of the group “The Savage
Humans at the End of Earth” (PL. 8), representing a drummer between two trumpeters at the
top of the painting. Two trumpeters hold with their right hand the trumpet, while the other
two are holding with their left. The drawing of the hands was made in an identical way; the
grip of the hand to the outside while fingers were towards the inside, in a position contrary to
reality for all of them. This indicates the commitment of the painter in the manner mentioned
above either using in when the painter draw the right or the left hand. This conforms to what
al-W asiti did more than three hundred years before in Maqamat al- Harir1. The style of this
painting is fraught and shows obvious weakness, ' a rigidity and a shoddiness that

** From the book of"4ja'ib al-makhliigat" "The wonders of creatures", attributed to the school of Jalairid in Iraq
in the period from 771 — 781 AH /1370-1805 AD, reserved in the Freer Gallery in Washington under the
number verso 54.33-114., It shows the technical characteristics of the late Mongol era in the era of the Jalairid.
For more details see: Ettinghausen, Arab Painting, p. 178-179. ‘Okasha (Tharwat), Mawso ‘atal-Taswir al-
Islami, p.126. Also, a picture for the same subject in another copy of the same manuscript, attributed to
Baghdad in the late 8™ AH/14™ AD century, and early 9" AH/ 15" AD century, preserved in the British
Museum 1963.0420.0.1 For more details see:

https://www.britishmuseum.org/research/collection online/collection object details.aspx?objectld=265816&pa

rtld=1&images=true 7/1/2019 Filed under Revan 1638, folios 118 verso and 119 recto.
3()Ettinghausen,Amb Painting, pp.180-181.; Okasha, Mawso ‘at al-Taswir al-Islami, pl. 122M, p. 126.

' Atil confirmed that the Sultan of Al-Ashraf Qansuh Al-Ghuri was the only Mamlik Sultan among the
Mamliik Sultans who paid attention to illustrated manuscripts. This is confirmed by this decorated manuscript.
This reduced overall interest led to the scarcity of Mamlik manuscripts, in comparison to other contemporary
art centers. For more details see: Atil, "Mamluk Painting in the late fifteenth century", p.169.
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. . 2
characterise most of the manuscript.’

The theme of the painting may force the painter to find artistic alternatives methods even if it
means he has to draw the hand in a non figurative style.

PL9. Abu Zaid al-SrwyjT sitting in
the Science meeting, Magamat al-
Harir in the National library of
Vienna, dated to764 AH/1334 AD. |
The miniatures of this manuscript |

provide an accurate picture of i
Mamliik painting in Egypt
(Source: ‘Okasha, Mawso ‘atal-
Taswir al-Islamt, p. 122. pl. 112M)

Some painters were used to drawing the hands in a non figurative method in most of their
works, as shown in a copy of the manuscript Maqamat al-HarirT in the National library of
Vienna, dated764 H (1334). The miniatures of this manuscript provide an accurate picture of
Mamlik painting in Egypt. It is thus considered it to be one of the most important
manuscript left of the Mamliuk era.> This is characterised by including the name of the
calligrapher, “Abu al-Fadl ibn Abi Ishaq.”** Some studies suggest that he was also the
painter. This manuscript contains 69 images.” Despite the importance of this manuscript,
many of his paintings appeared to have the hands drawn in unfamiliar and incorrect
situations, among which a painting from the third magamah “al-Dinarih”*® depicting the
theme of “Abu Zaid al-Srwji sitting in a scientific session” (PL. 9). It shows al-Harith Ibn
Hamam with his colleagues, two of whom are only visible sitting on the left side of the
painting. A man, Abu Zaid al-Srwji, who is standing on the left, came out to them, and then
al-Harith responded by giving him a dinar due to his deﬁciency...”3 " This is the story
mentioned in the miniature, also seen in the painting, as Abu Zaid stretches out his right hand
to take the dinar from al-Harith and indicates this with his closed left hand and his forefinger
extended, showing his chanting in compliance to a/-Harith requirement. The right hand of
Abu Zaid al-SrwjT was drawn in the right position, although the artist did not care to draw the

**Most of the paintings in this manuscript reveal a mixture of Arabic, Persian and Turkish styles. Many of them
also exhibit Hindu-European features. The style of these paintings reveals a tendency to be bold in the
implementation and overcoming unimportant details. The images were dominated by the workmanship in the
7 8™ AH / 13™ -14™ AD centuries, which indicates the decline of the art of Arab Painting without the decline
of other Arab-Islamic arts. For more details, see: Ettinghausen, Arab Painting, pp.180-181.;°Okasha,
Mawso ‘atal-Taswir al-Islamr, p. 122, p. 126.

33 Okasha, Mawso ‘at al-Taswir al-Islami, p. 122.

3*Al-Bahnasi , Fan Al-Taswir fi ‘alsr al-Islami, p. 69.

BF argali ,Al-Taswir al-Islami, p. 147; Ettinghausen, Arab Painting, p.148.

31t is also called "al-Qiliyah" which is a denunciation of the dinar and its praise. For further details see:Al-
Hariri, Magamat al- Harirt, pp. 23-33.

37‘Okasha, Mawso ‘at al-Taswir al-Islami, p- 122. P1. 112M.
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thumb smaller than the other fingers, since he drew all fingers in equal length,*® which is
contrary to reality. The painter may have wanted to highlight the strength of the grip of Abu
Zaid al-Srwji holding the dinar.

Although we could find a reason for weakness in the previous illustration but we have a
totally different drawing in the same manuscript, the eighth magamah “al-Ma’7ah™" (PL. 10),
which represents “Abu Zaid al-Srwji pleading before the judge.”**The internal scene shows a
Byzantine influence visible in the decorative curtain occupying the space above the two main
characters in the painting, in reference to the focus on the character of Abu Zaid al-Srwjt. In
the same context, Abu Zaid was painted acting a distinguished movement in contrast to the
other two standing persons, who seemed silent and motionless despite raising their hands
towards Abu Zaid al-SrwjT.*' The movement of the hand of the judge, who is pointing both
hands at Abu Zaid al-Srwji,were drawn here, as if to confirm the reference of the two
standing persons. Abu Zaid’s left hand was clearly illogically drawn, as the index finger
appeared clear while the fingers were folded inward, the fingers should point out, in this
position with the palm of the hand. Despite this artistic fault, we cannot ignore how the
painter know the correct gestures of the hand which appear in his drawing to the hands of the
other persons in the painting itself. The painter may have believed that if the left hand of the
judge was drawn correctly, it pointed outwards the scene and not to Abu Zaid himself; this
position would have confused the audience understanding the judge's reference, and also to
clearly emphasize the mistake that 4bu Zaid did in this case. The artist broke the artistic rules
to implement hand directions. This interpretation has no evidence, except if this phenomenon
was repeated by the same artist.

PL.10. Abu Zaid al-Srwji pleading
before the judge, Magamat al-
Harr1 in the National library of
Vienna, dated to764 AH/1334 AD.
The miniatures of this manuscript
provide an accurate picture of
Mamluk painting in Egypt
(Source: Ettinghausen, Arab
Painting, p.149)

3The length of the middle finger is about half the length of the hand, the pinky has the length of the upper bone
of the finger, and the top of the thumb forms an arch with the bones of the other fingers, and the hand on the
side shows the thumb from almost the face, and The thumb forms a 90-degree angle with the hand. For more
details see: *Atris ,Fan al-Taswir, p.73.

31t is about Abu Zaid ‘sdispute with his son, for more details: See Al- Har1ri, Magamat al- Harirt, 76-83.
““Measures 126 x 147 mm, A.F. 9, folio 30 Verso, for more details see: Ettinghausen,Arab Painting, pp.149-
150.

41*Okasha, Mawso ‘at al-Taswir al-Islami, p. 122.
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PL.11.Judge of al-Ma‘arah in the
Judicial Council, Magamat al-
Hariri in the National library of
Vienna, dated764 AH/1334 AD.
(Source: ‘Okasha, Mawso ‘atal-
Taswir al-Islamt, pl. 114, p. 123)

Other examples support this hypothesis as the painting representing "Judge of al-Ma‘arah al-
No‘man in the Judicial Council" from the same Magama (P1.11). There two persons stand in
front of the judge,* one of them is a bearded old man, and the second is a beardless young
man. The hands of the old man point to the judge; his right hand is painted this time different
from reality. The painter drew the hand and the forefinger pointing at the judge, and it was
logical here to show the palm of the hand and fingers along with the index finger. This
supports the previous assumption that the painter believed that if the right hand was drawn in
its natural position, the index finger would indicate with the palm of the hand out of the
scene and not the judge himself. This is confirmed by the painter drawing of the right hand
of the judge which is depicted in the correct position, pointing his finger at the inside towards
the old man in the middle of the scene.

It seems that this method was adopted by this painter, as this is also detected in a third
illustration of this manuscript (P1. 12) representing “Abu Zaid al-Srwji and his son sitting at
the food table.” The table was full with different kinds of food, there was a knotted curtain in
the upper left corner, the floor was gilded as usual, and the drawings were painted in red,
orange, blue and turquoise colours.’4bu Zaid points with the forefinger of his right hand
towards the food. His fingers have been bent inward as opposed to reality, since this can only
happen with the left hand. Moreover, the correct gesture’s drawing of the right hand of the
young man pointing towards the food in the same picture, certifies that the painter was aware
of the realistic artistic values.

This is also confirmed by a fourth and final illustration of the same manuscript: “Friends of
Abu Zaid al-Srwjt visiting him during his illness” (Pl. 13) of the Nineteenth maqamah
“Nasibiah,”** where Abu Zaid is lying on a bed, surrounded by a boy and three of his friends.
The text above states that “... he was in the grip of sickness and the battle of the wailing
....”" An old man standing to the extreme right of the painting is pointing with both hands to

42<Okasha, Mawso ‘at al-Taswir al-Islami, pl. 114, p. 123.

*3Okasha, Mawso ‘atal-Taswir al-Islamf, pl. 115, p. 123.

It is about the disease of Abu Zaid and the visit of his companions to him and how his father described
parasitic qualities. For further details see: Al-Harir1, Magamat al- Hariri, pp. 184-192.

BAl- Hariri, Magamat al- Harirt,, p.187.
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Abu Zaid, who is sleeping. The painter violated the rules when he executed the right hand,
which was drawn in the same manner. On the contrary to previous scenes, the painter wanted
to express a direction different from that of Abu Zaid .its confirms that Abu Zaid was the
only person who violated technical rules when drawing hands in this painting.

PL.124buZaidal-Srwji and his son sitting at the
food table, Magama tal- HarirT in the National
Library of in Vienna, dated 764 AH/1334 AD

PI1.13.Friends of Abu Zaid al-SrwjT visiting him
During His illness "Maqamat al- HarirT in the

7 . - _ National library of in Vienna, dated in764
(Source: ‘Okasha, Mawso ‘atal-Taswir al-Islami, AH/1334 AD

pl 115, p. 123)

In conclusion, the painter of the miniatures of the Magamat al-Hariri was aware of the hands’
rules with indirections and situations; all hands are indeed drawn perfectly realistic. But he
drew contrary to reality and logic being motivated by an artistic intention in specific cases. It
appears only in the direction of using the forefinger if the palm of the hand is visible. The
painter believed that the direction of the correct signal must be inward and not towards the
viewer of the scene. The painter preferred to repeat his artistic methods, as the gestures of
Abu Zaid al-Srwjt and his movements have been repeated in a typical manner in all the
features of this manuscript, as mentioned by ‘Okashaand Ettinghausen. This manuscript is
distinguished with its characters which appear like dummies or chess pawns, which were
often repeated in the same pattern, although being in various places and their relationship
with each other.*

Despite the clear motive for painters to alter the hands’ direction in the images mentioned, it
should also be noted that there are some scenes of the Arab painting, in which the painter
failed to implement the hand drawing without an artistic or educational reason. This may
result from the painter's confusion or haste in designing, and the lack of attention to details.
This led to confusion in the drawing of hands between both hands in the same scene of the
same character, as shown in a luster plate preserved in the Museum of Islamic Art in
Cairo.*"It is dated to the second half of the 4™ H (IOth) century (Pl. 14), and it depicts a
woman sitting with a crown with a winged ornament with two locks of hair on either side of
the face, holding two big cups in her hand, her left arm holding the name of the potter Ja far.
Her dress was decorated with large leaves, some of which were pierced in the middle.**Both
hands were drawn in the wrong way, with each of the two glasses drawn behind the hand that

*Ettinghausen, Arab Painting, pp. 149-150; Okasha, Mawso ‘at al-Taswir al-Islami p.123.
7 Archived No. 13478 on the records of the Museum of Islamic Art.
*8 Ahmad, Al-Fan al-Islamt Hata nehayat al-"Asr al-Fatimf, p. 125.
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was supposed to hold it. The result was the obvious illogic in the execution, which shows
that the painter did not understand the rules and technique of hand painting. This error could

be dlig to the potter himself, who may have erred when he transferred the drawing on this
dish.

There are many similar pictorial examples in which the drawing of hands is executed
correctly such as the Fatimid luster dish no. 15501 (Museum of Islamic Art in Cairo) dated to
5" H (117 century Egypt. It shows a woman holding a cup with her right hand and a flower
with her left.>

P1.14 A woman on a luster dish,
attributed to the second half of
the 4" AH /10 ™ AD century,
Fatimid, Egypt, Museum of
Islamic Art in Cairo
(Source: The Museum of Islamic
Art in Cairo)

S

P1.15 The Ascetic and the Dead Weasel and the Infant in the Crib and the Dismembered Snake, Kalila
and Dimna, Bodleian Library at Oxford, attributed to Egypt or Syria in the Mamliik period, dated 755
AH /1354 AD (Source: Contadini, Arab Painting, fig 7)

“JamalMehrez pointed to the use of some images by Mughal in India to draw them by means of stamped
papers or prefabricated models when performing personal drawings. This was considered a weakness and a
reason for the decline of Painting. See: Mehrez, "al-swir al-Shakhsiah fi Al-Taswir al-Islami, p.97. It
isreasonable to think that artists used such models on Luster dishes because of their need for speed of execution
and for drawing similarity.

®Ahmad, Al-Fan al-Islami Hata nehayat al-"Asr al-Fatimi, p. 125.
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Another painting relevant to this presentation comes from the manuscript of Kalila and
Dimna which is preserved in the Bodleian Library at Oxford.”" 1t is attributed to Egypt or
Syria in the Mamliik period, dated 755 H (1354), and depicts* The ascetic and the dead
weasel and the infant in the crib and the dismembered snake”** (P1. 15). The ascetic stands
beside the bed, and points with both hands; his left hand open, his fingers and the rest of his
hand appearing to the viewer in a way that contradicts the reality, but his back hand were
supposed to appear. This can only happen if this hand was the right hand and not the left one.
But the painter was likely to have overlooked drawing it.

The final painting discussed here showing this confusion in the hand’s drawing is in the
manuscript of the “Kashif al-asrar” “Reveal of the Secrets” by Ibn Ghanem al-Magqdisi,
preserved in the Sulymaniyah Mosque library in Istanbul. It shows (Pl. 16) the “Myrrh plant”
from Syria in the mid of the 8" H (14™) century.”® Although the human figure played a
secondary role in this manuscript,” the painter drew a person seated on the right side next to
the Myrrh plant, and it is noticeable that the left hand of this person was painted in an
illogical way, as a right hand.

P1.16 Myrrh plant, manuscript of the "Ka&shif al-asrar" "Reveal of the Secrets" by Ibn Ghanem al-
Magdist, in the library of the Sulymaniyah Mosque in Istanbul, from Syria in the middle of the 8"
AH/14™ century® (Source: Ettinghausen, Arab Painting, p. 159)

3!Under number Pococke 400, fol. 117r.

2 Contadini, Arab Painting: Text and Image in lllustrated Arabic Manuscripts, fig 7, p.258.

33Under Kala Ismail 565, folio 6 Verso measures 77 x 112 mm.

*perhaps the human figures were drawn for the purpose of decoration and added some vitality to the picture.
For more details see: Ettinghausen, Arab Painting, p. 159.

>Under Kala Ismail 565, folio 6 Verso measures 77 x 112 mm.
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RESULTS

1. Most of the Arab painters had a clear interest in drawing the hands in correct figurative
positions.

2. The process of mixing the hand drawing started as early as the 4™ H (10™) century; it
continued to appear until the end of the 10" H (16™) century in varying degrees.

3. Such shortcomings in the drawing of hands should not be attributed to a lack of efficiency
from the painter, as there depictions are wonderful artistic treasures left by Muslim painters,
showcasing their creative ability. And the same artist clearly managed to get the other hands
right, and these “wrong” hands are always expressing an intent

4. The present study shows that the paintings that were “weak” in the implementation or
where the mixing of the right and left hands’ design is seen, can be explained through four
reasons:

a) The painter gave the priority to the educational side of the manuscript rather than the
artistic one of the visualization, as seen in the paintings of A/’'ab al-Frusiya,Tahtib,
and wrestling.

b) The nature of the subject, such as the blowing of the trumpet, forced the painter to
find a solution to give the impression of strength and coherence to the image at the
expense of mixing hands.

c) Some artists’ style led them to have the forefingers always pointing inside the scene
even if it required mixing the right and left hands.

d) It was sometimes due to the painter’s obvious technical weakness and inability to
properly perform hand drawings.

5. The role of the character or its visibility context did not influence the painter’s decision to
execute hands in a non figurative way.

6. The majority of the paintings showing this specific drawing of hands belong to the Arab
Painting in Egypt and Syria.

7. This new feature characterises Egypt and Syria from other centres of the Arab painting.
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