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Lament

Man and 1 are of tbe sawe wiettle. T am bim

When 1 had no form, the heavens broke open to give me fragrance
I was dug up, kneaded, beaten, painted and baked

The hands of the Creator that first gave me shape are blessed

The mason who worked me too is moulded from c[ay

The five that burnt we is unrelenting nature

And as 1 bmm;, I metamomboseb mto beauty barbev tban a tbousanb SUNS
Behold the body perfect!

Man used me to decorate his surromnds and his grave

And left we to the vagaries of nature

The sun, vain and dust all strike e, but 1 stand proud

Since time immemorial, kings and emperors have appropriated we
Only 1 remain to provide warmth and solace, for 1 am of the earth

Such is my tale, the tale of the tile
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Fig.1

Facade (detail)
Wazir Khan Mosque, Lahore
c. mid 17th century
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Foreword

This publication began as a catalogue accompanying the exhibition Tale of the
Tile: The Ceramic Traditions of Pakistan, held at the Mohatta Palace Museum from
June 23, 2006 to July 17, 2010, showcasing the remarkable origins and tradition of
ceramic architectural embellishment in the Indus valley, following the spread of
Islam. It metamorphosed into a book as we began to trace the development of this
tradition from the twelfth century, its influence and spread in the region.

Except for sporadic references and a few written records on the history and practice
of this craft by master potters.in Iran, relatively little has been recorded for the areas
that make up Pakistan. References relate to the work of artisans from conquered
areas and elsewhere, commissioned by rulers in Persia and Central Asia, to enrich
their cities and domains. During the Timurid (1370 - 1507 CE) and Safavid (1501
~ 1737 CE) periods, tile decoration became a favoured heritage industry and
successive rulers passionately pursued a vocabulary of artistic refinement in their
urban settlements, not merely to fulfill ambitions of cultural superiority, but to
promote commercial activity and foster a sense of identity and ownership amongst
their peoples for a magnificent decorative tradition that was emerging in the
greater Islamic community.

The art of glazing first began in 600 BC in Egypt and travelled to Persia, where it
developed at Kashan and areas where suitable clay was available. Timur, with his
inimitable quest for splendour, patronised and inspired perfection in this art form,
The cities of Samargand, Herat and Tabriz evolved as centres of artistic excellence,
drawing inspiration from both east and west to forge crucibles of stylistic
influences. Around the middle of the 13th century, China, with its diverse range of
crafts, particularly glazed porcelain with its blue and white iconography, became an
important source of inspiration for the Mongol style. Tile making appears to have
spread eastwards from Central Iran to Anatolia and westwards to the outer reaches
of China to assimilate local traditions and acquire elasticity, distinction and regional
characteristics. Although revetments or ceramic cladding appear to be relatively
uncommon in China, the Forbidden Palace in Beijing contains wall panels made up
of hexagonal ceramic tiles in green and ochre glaze with lotus patterns. Similarly
glazed and patterned tiles are found in Sindh, and it would be safe to assume that
master craftsmen and their apprentices moved freely in the region in search of
work and commissions. Anecdotal evidence from master potters in Punjab and
Sindh lead us to recognise that Iranian and Chinese artisans settled in these areas
and transmitted their skills to local craftsmen. It is no wonder that glazed wares
are referred to as kashi in Sindh and Multan and chini in the Punjab and further
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north. Kashi may also have been derived from the word kas, by which it is known
in both Arabic and Hebrew. The rise of Sufism further influenced the development
of common architectural structures that functioned as schools of theology and
learning such as the khanga and the madrasa.

Land, river and sea links with Persia brought Sindh and Multan under direct Persian,
Timurid, followed by Safavid political and cultural influence. Although 14th century
monuments in Multan are reported to be amongst the earliest examples of tile
decoration in the region, their state of ruin and restoration makes it increasingly
difficult to ascertain whether their ceramic revetments are part of the original
facade or whether tile decoration was a popular style in the area when these
structures were first erected. Monuments in Multan exemplify the early Persian
bannai technigue of brick and tile juxtaposition whereas those of Sindh display
a later stage in tile decoration. It would appear that decorative cladding using
monochrome and polychrome glazes became popular during the Mughal era and
reflect a more mature Persian style.

Lahore, on the other hand, came under indirect Persian influence via centres in
Central Asia, Afghanistan and Kashmir. The patterns and profusion of colour in
tile patterns support this assumption while the disposition of motifs underscores a
blend of Persian, Timurid as well as Safavid styles. As the diaspora of artisans at the
time lacks any detail of configuration, there is little evidence of their movement and
systems of production. The tradition of signing crafts was not common practice,
except for a brief period from the mid 19th century during British colonial rule, from
when some examples are available. However, not much is recorded about local
artisans. The karigar and the kashigar did not enjoy a status in the social hierarchy,
their economic and social status remains precarious to the present day.

My earliest recollection of tile work in Sindh is a vague and misty consciousness ofa
large courtyard decorated in blue and white at the mausoleum of Shah Abdul Latif
in 1958, during the funeral of Dr. Umar Bin Muhammad Daudpota. Everything else is
a faint labyrinth of images, colour and hues. No eyes, no ears, but a lurking melody
with distant sounds rooted within the inner eye. These fleeting and fluttering
fragments came into focus much later with frequent visits to the mausoleum and
the hinterland of Sindh, shaping curiosity into pride, the dignity of which we have
struggled to uphold.

Another indelible memory is my first visit to the dargah of Kamarro Sharif, a
chance find during my aimless wanderings in the early 80's. Nasreen and | visited
it again in September 2005 in connection with the Tale of the Tile exhibition and
were saddened to find that most of the tile work on the mausoleum had been
replaced. A heartening note was struck when the custodian, Pir Hameed Quraishi
informed us that he had in fact stored the old tiles! He had begun restoration of



the mausoleum by engaging artisans from Nasarpur but the venture had rapidly
turned into a nightmare. The artisans appeared oblivious of his concern for the
quality of work and the constraints of time. He had been disheartened by their
attitude and had no recourse but to opt for marble cladding.

A piguant recollection from this meeting relates to Pir Quraishi, who, dressed in a
crisp white shalwar kameez and turban sported a salt and pepper beard. In the sun
drenched courtyard of the mosque a familiarity unfolded. In his youth, Pir Hameed
had been a trim and debonair police officer patrolling the streets of Hyderabad on
a motorcycle, an enviable figure for us young students! Time and destiny had thrust
gravitas upon his shoulders as custodian of the family shrine. He was most gracious
in offering us the old tiles and calligraphic panels that were later handsomely
displayed in the Museum. Had it not been for him, the project would not have
materialised. l

As we embarked upon the task of formulating the exhibition and an accompanying
catalogue, it became evident that those who had documented this tradition
before us were pioneers in the field of cultural anthropology and commanded
commendation for their efforts. Our focus became to identify and record samples
of an important artistic tradition of Pakistan, the fusion of influences within it and
their affinities. In our quest to unravel strands in a rich tapestry of ebullience and
refinement woven by the movement of peoples and ideas in the region, we learnt
much more than we could ever have imagined. We followed countless tracks
ending up with musk guiding us. Whatever our untrained minds experienced, we
have recorded. It has been an odyssey of lofty heights.

We have ventured to highlight the major monuments of Pakistan, space and other
constraints preclude an ambitious photographic depiction of many of the smaller
ones. Every village we crossed, invariably, had some unusual tile work. Man made
intervention, oblivious of original design, inundation caused by catastrophic floods
in 2010, loss of life, property and damage to architecture and habitat and above
all, vandalism, continue unabated, posing compound threats of obliteration, as has
occurred in a vast number of monuments.

We very much hope this effort will help to foster awareness amongst those who
regard these treasures as part of our proud heritage and also the authorities who
have to ensure that whatever survives today, needs to be preserved for tomorrow.

September 15, 2011
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Fig. 2
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Fig.3

Historical Perspective

he flow of trade between Europe and

China is a fascinating phenomenon in

history as it underpinned the ebb and
flow of influences on the arts and cultures
of the regions it traversed, irrespective of
their geographical boundaries. Ancient trade
routes have left us with indelible traces of
patrons and artisans who transformed  the
world around them.

Along some of these routes, rippling golden
sands, perilous brown peaks and infinite
stretches of steppe would merge to bind
nature into an eerie silence, as if all the birds
had fallen out of the sky. This entrancing mosaic
was occasionally broken by the movement of
caravans: the tinkling of bells, the swishing of
camels and the plaintive melodies of weary
traders. The air was heavy with the promise
of exotic merchandise from distant lands to
match treasures that Timur would have sought
for Samargand or those that were to grace the
Taj Mahal of Shah Jahan.

To witness such a kaleidoscope one would
have to travel back in time to dimly lit taverns
where adventurers of all origins, attire and
tongues could be seen, some clamouring
for food and drink whilst others, hungry with
excitement, were entertained by laughter or
the gyrations of belly dancers. They were all
greedy for deals, be they Zoroastrian, Christian,
Muslim, Jew; Hindu or Buddhist. Each had
borne the grim isolation and piercing solitude
of the journey only to be able to sell his goods,
make money and move on.

Fach had cursed the wailing storms and
gruelling tracks to emerge occasionally, upon
oases of blossoming orchards and lush green
meadows. They could now feast upon fragrant
frying vegetables and sizzling meat, just as
their souls drankin the landscape outlined with
soaring slender minarets and arresting domes
in shades of blue: silhouettes of splendour.

This short interlude would soon pass; the
caravan still had far to go over tortuous
snow covered paths in the distant copper
mountains, as it began to snake ahead it left its
traces ic the earth.

Earth is the source of all life. It has been a
receptacle for man’s labours, his creativity and
ultimately his remains. Since the beginning of
time, it has yielded to man’s manipulations,
to be moulded, baked and fired. Man, too,
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Fig. 4

Fig. 6

has been mindful of what the earth has to
offer. In ancient Mesopotamia, the first brick
of a new temple was moulded by the king.
Archaeological excavations at a number of
settlements amongst which pottery is the
most abundant find, indicate that more prosaic
needs inspired the birth of pottery as early as
the 8" — 6" millennia. It began with crude hand
moulded shapes in clay, but with the invention
of the potter's wheel the freedom to create
forms gave a new dimension to this creative
tradition, (Figs. 2 and 3).

Our journey commences in Jarmo in north
eastern Irag, where unbaked fragments of clay
figurines have been found that date to 4750
BCE. A century or so later, finds from a village
at the base of Tell in Sirag near Kashan, on
the edge of the Persian desert, indicate that
its inhabitants who hunted with slings and
clubs, spun and wove fibres also made vessels
of stone and pottery. Embellishments on
pots provide us with evidence that free hand
moulded pottery had evolved into a new form
that could not only be thrown but decorated
with geometric, plant and zoomorphic motifs

Fig. 5

Fig. 2
Unglazed painted vessel.
Mehrgarh, Baluchistan.

c. 3800-3500 BCE.

Fig. 3

Unglazed painted goblet.
Mehrgarh, Baluchistan.

c. 2500 BCE.

Fig. 4

Terracotta bull figurines.
Nindowari, Baluchistan.
€. 2500 BCE.

Fig.5

Female terracotta figure.
Mohenjodaro, Sindh.

c. 2500 BCE.

Fig.6

Female terracotta figurines.
Mehrgarh, Baluchistan.

c. 4000 BCE.
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Fig. 8

as well. Painted pottery from Nal, Kulli, Mah
and Mehrgarh' in Baluchistan dating to the
4" millennium and finds at Harappa and
Mohenjodaro ¢. 2500 BCE have all yielded
extensive finds of decorated pottery,
(Figs. 4-6).

The art of firing or baking clay objects gave
them a greater permanence but the most
significant innovation of firing clay was yet
to come. It was now only a matter of time
before artisans would attempt to create wares
impervious to liquid and resistant to chemicals.
Potters discovered that a thin glassy layer or
glaze on the surface of an object could render
it impermeable. Two different materials for
glazing evolved. The first, used since ancient
times in Egypt and the Eastern Iranian areas,
was an alkaline glaze made of a mixture of
ground quartz (glass) and soda (sodium
carbonate) or potash (potassium carbonate)
made of ash or salt. The other was a lead glaze
developed and used in the Roman Empire
and China for ceramic objects. In order to

apply these glazes to earthenware, additional
techniques were developed.

The earliest example of coloured tiles
as cladding on brick walls can be seen in
the Sumerian temple of Uruk (c. 2000 BCE).
However, for cladding or revetments on
a monumental scale we must turn to the
remains of Nebuchadnezzar's Gate of Ishtar
(Figs. 7, 8 and 9) and the throne room of the
South Palace in Babylon. King Nebuchadnezzar
[ (605-562 BCE) built an entire city using kiln
baked bricks of a particular form and size. Bricks
were produced by putting clay into wooden
moulds which also produced patterns in relief.
The frame of the brick had to be a little larger
than the brick itself to allow for shrinkage
and was filled in order to obtain a complete
brick that was dried in the sun and fired. The
brick was then painted with a compound of
plant ash and most likely a sandstone mix
containing silicates ground into a fine glass
mass by repeated pulverising, melting and
cooling. With the addition of minerals, the

SELPELR RIS

LEQEETLCL1087000 0,

Fig.7

Installation from
Nebuchadnezzar's
Gate of Ishtar, Babylon.
Berlin Museum.

) Fig.8
Model reconstruction of
Processional Way and Gate
of Ishtar, Babylon.

Berlin Museum.
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Fig. 11

The palace of Darius (522-486 BCE) in the
capital at Susa was decorated with friezes
of figures, lions and winged bulls. Amongst
them a masterpiece known as the Frieze of
the Archers, depicts blue bearded archers with
headdresses as guardians of Mesopotamian
lore, underscores the use of monochrome
glazes as embellishment (Figs. 10, 11 and 12).

Alexander's conquest of Persia between 334
and 330 BCE led to an exchange of artistic
traditions between Greek kingdoms on the
Mediterranean coast, Bactria? and the Indus
delta. Although Hellenistic artistic traditions
with their emphasis on mosaics made from
pebbles and glass fragments embedded in
mortar were popular, they did not gain a
foothold in Central Asia, East Asia or the Indus
valley. Over the next thousand years or so
there was a marked decline in the art of glazed
brick architecture in the region, due in large
part to political upheaval. The region remained
in conflict following Alexander’s invasion, first
with the Parthians followed by the Sassanians
(224-651 CE) and finally Byzantium (667 CE).

The struggle between th@/ Sassanian and
Byzantine empires had reached a decisive
phase when Prophet Muhammad began to
preach Islam. Under the leadership of his
successors, the Caliphs, the first Muslim state
was founded in the Arabian peninsula and
the Arabs fanned out to spread his message.
Syria, Babylon and Ctesiphon fell to them at
the battle of Al-Qadisiya in 636 CE and a year
later, they took the city of Jerusalem. Egypt

Fig. 12

Fig. 11

Panel of polychrome glazed bricks in
relief with a lion.

Processional Way, Babyion.
¢.605-562 BCE..

Fig. 12
Marble bust of Alexander as Helios.
¢. 1* century CE. Vatican Collection.
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Fig. 13

Fig. 14

was conquered in 640 CE and the city of Fustat
founded where Cairo would subsequently
appear. In Mesopotamia, the Arabs founded
the cities of Basra and Kufa and by 654 CE had
advanced across the lranian plateau as far as
Khorasan and beyond, to Afghanistan, Seistan
and the borders of the Indian subcontinent.
By the middle of the 8" century CE with the
political unification of this vast area, the first
Arab empire took shape.

The Arabs were remarkably astute in acquiring
and adapting advanced building techniques of
the urban settlements they encountered. Early
Islamic architecture laid celebratory emphasis
on community and religious buildings such as
mosques, madrasas and mausolea to depict
the grandeur of islam. The Arab hypostyle®
mosque was based on the Prophet’s house
in Medina, which served as a communal
centre, prayer hall and residence, but the
incorporation of a large vaulted hall (iwan),
an arch and a dome, drew on early lranian
features.

Fig. 13
Ruins of royal

residence at Ctesiphon,
capital of the Parthians and
Sassanians built by Cyrus
on the left bank of the
Tigris. Iraq. c. 224 CE.

Fig. 14

Reconstruction (detail).
Facade of Umayyad Palace
at Mshatta, Jordan.
Museum of Islamic Art,
Berlin.

C. 743-744 BCE.

The main feature of the
palace was.its limestone
facade elaborately carved
with scrolling vines and
rosettes, lobed hexagons
and octagons.

21
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The early historic phase of Islam began with the
Umayyad dynasty in 662 CE. Umayyad rule spread
out westwards towards the Mediterranean and
eastwards towards Persia and beyond, absorbing
and assimilating differing influences, the Syrian,
Roman and Byzantine worlds on the west and the
Sassanian dominions of Irag, Iran and Western Central
Asia on the other. The eastern and western halves of
the fast expanding Islamic empire were heirs to two
distinct artistic traditions: stone and brick. Building
with brick was an eastern tradition, whereas stone
structures appear in the Anatolian, most particularly,
the Armenian tradition. Carved stone decoration
in the Achaemenid era was designed to cover the
surfaces of walls rather than to become an intrinsic
part of their fabric. Brick decoration, on the other
hand, was intended to become an integral part of
the architectral space. Walls, arches, frames and
other decorative features were created with varying
arrangements of brick and brick decoration appears
to have been disseminated from Central Asia to Iran
and Anatolia. (Figs. 13 and 14).

The earliest Islamic structure, the Dome of the Rock,
(Fig. 15) was built in Jerusalem in 687 CE under
the Ummayad ruler Abd al Malik (685-705 CE).
This magnificent octagonal edifice had an ornate
cladding of mosaic patterns with small cubes of
coloured and gilded glass and stone, echoing the
Hellenistic tradition. It was.constructed over a rock,
believed to have been the site of Solomon's temple,
of Abraham’s sacrifice and the Prophet Muhammad's
ascension to heaven. In the 16™ century, however,
during the reign of Suleiman, the mosaics on its
facades were replaced with tiles and it currently has
tile revetments in a remarkable haftrang technique.

During the Umayyad era, a stucco or lime plaster
technique popular with the Sassanians (637-711
CE) was adopted for the decoration of walls. Stucco
had been used in the past to fill spaces or gaps
between bricks, but it was now increasingly used
in the form of panels, as parts of, or in conjunction
with brick ornamentation. Motifs were carved
or applied on the plaster and finished by using
stippling techniques. When the Umayyad dynasty
was overthrown by the Abbasids* (749-1258 CE)
the capital moved from Damascus to Baghdad. The
Abbasid cities of Baghdad and Samarra heralded
new heights in technical virtuosity as artisans from
all over the Muslim world looked to Baghdad and its
artistic styles for inspiration.

The era of the Abbasids, the longest ruling dynasty
of the mediaeval Islamic world is viewed as the
classical age of Islamic civilisation. The influence
of Abbasid arts and architecture spread from the
Atlantic to the Indian Ocean and from Central Asia to
the Sahara. In addition to brick and stucco work (Fig.

25



Fig. 15

Dome of the Rock (Haram-al-Sharif).

Original faience mosaic clad fagades replaced
with tile revetments in the 16" century.
Jerusalem.

691-692 CE.

Fig. 16

Carved stucco revetment on a wall in a private
home, Samarra, Iraq. Museum of Islamic Art,
Berlin. c. 9" century CE.

One of three styles of Abbasid stucco
decoration, repeating motifs cover surfaces in
rows, a style later adopted on marble and wood.

Fig. 17

Mausoleum of Ismail ibn Ahmed Samanid.
Bukhara, 892-907 CE. )

An early Islamic example of a light and shadow
effect created by differing arrangements of
wood and sun-baked bricks.

26
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16), which they continued to refine, structures
were decorated with carved wood and stone.
Given the lack of written records and a scant
oral tradition it is difficult to- determine how
and when a craft with no fixed boundaries
developed or spread to a particular area. It is
not possible therefore, to attribute a precise
date to the use of monochromatic tiles as
architectural embellishment, but it is generally
accepted that glazed ceramics evolved in
Egypt during the early years of the 4" century
BCE and spread to other regions, including
Parthian Iran. Although the production
of glazed wares continued throughout the
Sassanian period into the early Islamic era,
Abbasid potters reworked a technique devised
by Syrian glassmakers of using metallic oxides
to give wares a lustrous sheen after they had
been fired for a second time in a reducing low
oxygen kiln. From Irag, Abbasid potters took
this technique to Egypt where it achieved
new momentum. Brick decoration gradually

began to incorporate coloured elements.
While monochrome glazed bricks were used
to highlight Qur'anic inscriptions in the kufic
script, bricks with polychrome glazes were
used to create repeating geometric patterns.
It is during the Abbasid era that glazed files
first appeared as a form of architectural
embellishment.

Tombs were decorated with subtle variations
in brick laying to create the effect of light and
shadow on a variegated surface. The tomb of
Ismail ibn Ahmed (892-907 CE} in Bukhara, the
most distinguished member .of the Samanid
dynasty, was to exert a marked influence on
later Islamic architecture, both in terms of
structure as well as decoration (Fig. 17). The
tomb is an example of the adoption of a
pre-Islamic Soghdian® tradition of architecture,
with its use of less solid and less durable sun
and wood baked bricks. Examples of similarly
decorated tombs, dating from the thirteenth

Fig. 18

Nikodari tomb of Amir
Nausherwani. Kharan, Baluchistan.
c. 13%-14" century CE.

Made of brick, ornamented with
recessed arched panels and
friezes of cut brick.

Fig. 19
Tomb of Shakarganj Shaikh.
Arore, Sukkur.

¢. 12"-13" century CE.
Ghaznavid era cut brick tomb,
ornamentation of chevrons,
circles, interlinked triangles and
beaded friezes reflecting
Achaemenid and Central Asian
styles.

Fig. 20

Tomb of Khatal al din Shaikh or
Qabil Shah. Arore, Sukkur.

c¢. 12%-13™ century CE. This brick
tomb is popularly referred to as
suhagan ji gabar.

Fig. 21
Tomb of Shaikh Sadan:
Muzaffargarh, Multan.
c. 13" century CE.
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Fig.23

century, can be seen at sites in Pakistan, the
Nikodari® tombs (Fig. 18) in the district of
Kharan in Baluchistan, Arore in Sindh (Figs. 19
and 20), and at Muzaffargarh in the Punjab
(Figs. 21 and 22).

Under the Iranian Seljugs in the 10" century, a
design feature was added to religious structures
in the form of a squinch or segmented arch,
built diagonally across each corner of a square
chamber to convert it into an octagonal base
to support a dome. The squinch led to an
astonishing range of ornamental vaulting
based on a precise geometric division of the
areas demarcated (Figs. 23-26). It was filled
with mini niches or small concavities known
as mugarnas, arranged in clusters or as tiers
tapering towards the apex of each squinch
giving it a honeycomb appearance (Figs.
27-31).

At this time, Persian influences were beginning
to infiltrate the Indian subcontinent. By the 9*
century the Abbasids in the region, challenged
by their Samanid governors in Transoxania and
Khorasanwereforcedtocedetothe Ghaznavids.
Although Arab Muslims had reached Sindh in
711 CE their influence had remained marginal
and as the central authority of the Abbasids
waned local dynasties managed to break away.
The Ghaznavids, who were descendants of the
Turkish military commander Subuktigin (976-
997 CE) established an independent principality

in Central Asia and Afghanistan, on the eastern
fringes of the Islamic world, with an eye to India,
and from about 999 CE began to raid North
India (Fig. 32). Subuktigin's son, Mahmud of
Ghazna (998-1030 CE) crossed the Khyber pass
to plunder the rich cities of the Indus plains,
initiating an era of Turkish expansion whereby
northwest India, Khorasan ‘and Eastern lIran
became important political and cultural foci
(Fig. 33). He allied himself with the Abbasid
Caliph in Baghdad and promoted a militant
Sunni Muslim  orthodoxy, persecuting
Fatimids in Multan and Sindh. By 1186 CE the
Ghaznavids had been ousted by the Seljugs in
Iran and by the Persian Ghurids in Afghanistan
and the Punjab. The process of Persianisation
of the Indian subcontinent had begun. A
series of remarkable buildings erected in Delhi
reflected both Iranian Muslim and indigenous
Hindu features and were to have a profound
impact on Indo-Muslim art and architecture
(Figs. 34-36).

The Ghaznavids and the Ghurids were patrons
of the arts and looked to Iran for skilled artisans.
i Monumental buildings were erected in Muslim
[} . .
, India by these Afghan conquerors using
{ indigenous red sandstone and marble and
} the local workforce that was trained by Persian
 master craftsmen in the art of fabricating
arches, vaults and architectural embellishments
(Fig. 37). In 1215 CE the western dominions of
the Ghurids fell to the Khwarizm Shahs and

Fig. 22
Recessed panel (detail), tomb
of Shaikh Sadan. Muzaffargarh,
Muitan.

c. 13* century CE.

Fig. 23

Line drawing of a squinch
based on the Sassanian method
of supportihg adomeona
square base by bridging the
corner spaces. The squinch was
improvised upon in Islamic
architecture by converting a
square base into an octagon.

Fig. 24
Line drawing of an arched
recess created by a squinch.

Fig. 25

Squinch, tomb of Baha al Halim.
Uchh. c. 14" century. The dome

was supported on an octagonal
base.

Fig. 26
Squinch, Shah Jahan Mosque.
Thatta. 1644-1647 CE.

Fig. 27
Mugarnas, line drawing of mini
concavities or niches, fifling in
space demarcated by a squinch.
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Qutbuddin Aibak and his successors known as
the Muizzi Sultans or Slave Kings began to rule
independently. They were the first of a series
of Muslim dynasties known collectively as the
Delhi Sultanate and their successors, the Khiljis,
gained access to the subcontinent as far south
as the Deccan.

Fig. 36

eo0

One of the earliest references to tile revetments
in the Islamic world is by Ibn Rustah, who,
in 903 CE, described the dome of the great
mosque in Baghdad as being entirely covered
in lapis lazuli bricks. In his work, Golden
Meadows, written in the mid 10" century, Al
Masudi refers to a green dome in Baghdad
while in 1157 CE the geographer Yakut refers
to the dome of a mausoleum with glazed
blue tiles. This decorative tradition of Islamic
architecture reached its apogee under the
Mongols, particularly during the reigns of the
Timurids followed by the Safavids. The 12" and
13" centuries in Iran are especially significant
in the history of ceramic production as Iranian
potters perfected the art of producing ceramic

[ |
=
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Fig. 28
Mugqarnas, mausoleum of
Dai Anga. Lahore. c. 1671 CE.

Fig. 29

Squinch and mugarnas
mausoleum of Timur, Gur i Mir,
Samargand, 1404 CE.

Fig. 30
Mugqarnas, Khudabad Mosque.
Dadu. . 1799 CE.

Fig. 31

Mugqarnas above a mihrab,
Wazir Khan Mosque. Lahore,
1634 CE.

Fig. 32

Map of North West India and
Afghanistan. Tallis/ Rapkin,
1895, illustrating Ghaznavid
minarets.

Fig. 33

Lithograph from the folio
Views in Affghaunistan, from
sketches taken during the
Campaign of the

Army of the Indus.

Keith A. Jackson, Bart, 1839.
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Fig. 37

objects from a mixture of ground quartz,
white clay and ground glaze. The traditional
clay based body gave way to a quartz based
body known as fritware that was white, hard,
translucent and easily covered with a thin,
transparent, alkaline glaze. Generally attributed
to Kashan, fritware was manipulated to
produce an extraordinary range of decorative
techniques, wares that could be covered
with @ monochrome glaze, incised, carved,
under or over glazed. Distinct regional styles
evolved based on locally available materials
and traditional techniques of construction.

During the Seljug era, overglazed pottery
was based on two different techniques. The
first, lustreware, required two firings where
glazed pieces were painted with copper oxide

or silver and fired for a second time with
regenerated heat so that the metal oxides
could leave their imprint on the softened
surface of the glaze. The other innovative
technique was the production of overglazed
enamel wares popularly known as the haftrang
or minnai, which used a palette of several
colours. Both wares were fired twice, first to
obtain a white glaze and then a second firing
at a lower temperature allowing the enamel
colours to appear on the glaze. Underglaze
painting however, was cheaper, more durable
and hence popular. It was during this period
that Persia was split into local kingdoms and
we find glazed turquoise bricks forming a part
of external embellishment. The minaret of the
Masjid e Jumah at Damaghan in 1058 CE, is most
likely to have had the first glazed inscription
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Fig. 34

Minaret of Jam,

Central Afghanistan.

c.11™-13% century.

Built by the Ghaznavids, the
monument bears the name and
titles of Ghiyasuddin, 1163-1203 CE.

Fig. 35

Tower of Masud lll.
Ghazna, Afghanistan.
c. early 12™ century.

Fig. 36

Qutb Minar and the Quwwat al
Islam Mosque. Defhi. 1199 CE.
Built by Qutbuddin Aibak, Turkish
governor of Ghurid dominions

in India, the monuments
reference Ghurid and Ghaznavid
structures in Central Asia.

Fig. 37

Tomb of Isa Khan. Dethi 1547 CE,
A characteristic facade with
local architectural (tripartite)
features and dome.

Fig. 38

Maosaic tile work (detail) en fagade,
Gunbad i Kabud. Marageah,

Persia. 1196 CE. One of the earliest
manifestations of an Integrated
pattern using brick and glazed tiles.
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Fig. 39

Tomb of Shah Takesh,

Kuna Urgench, Khwarizm.
1172-1200 CE.

Niched fagade and a high conical
roof adorned with monochrome
tiles arranged in geometric
patterns.

Fig. 40

Mugarnas (detail} under a band
of glazed turquoise bricks with
Qur'anic inscriptions in relief.




Fig. 42

on brick revetments. The tombs at Kharragan
(1067-1093 CE) and the Gumbad i Surkh
(1147 CE) and Gumbad i Kabud (1196 CE,
Fig. 38), at Marageah, in Iranian Azerbaijan
reflect the early use of glaze in highlighting
inscriptions, patterns and architectural
elements.

The first major use of ceramic decoration was
adopted in the region during the Khwarizm
Shah era (1150-1231 CE). One of the oldest
surviving monuments of the period dating
to the 12" century at Kuna Urgench, the
Khwarizm capital, is that of Arsalan (1156-1172
CE) erroneously known as the mausoleum
of the theologian Fakhr al din Razi who
died in 1208 CE and lies buried in Herat.
An outstanding feature is a pyramidal roof

Fig. 43

made up of monochrome blue and green
glazed bricks. The facade with three arches is
densely decorated with stone inscriptions and
arabesques. The remains of a monochrome
turquoise frieze in Kufic script around the base
can be seen along with turquoise glazed bricks
arranged in an encircling geometric pattern
of diamonds and chevrons using the bannai
technique. Another early example of skilfully
arranged glazed bricks is to be found on the
tomb of Shah Takesh (Figs. 39 and 40), in
Kuna Urgench. The tomb, which served as an
audience chamber to the palace dates to the
late 12" or early 13" century.

( The period between the 12" and 13" centuries

is regarded as the golden age of the arts of
Persia. By the end of the 13" century, the

Fig. 41
Lotus flowers in bloom.
Karachi, 2008,

Fig. 42

A lotus flower on an
underglaze tile, a motif
commonly seen in Sindh
and Multan monuments.

Fig. 43
Stylised lotus in cut tile
mosaic technique.
Wazir Khan Mosque,
Lahore. 1634 CE.
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Fig. 46

Iranian plateau had evolved into a powerful
cultural nexus. In his treatise of 1301 on
ceramic production, The Virtues of Jewels and
the Delicacies of Perfumes, Abul Qasim bin Ali
bin Muhammad bin Abu Tahir, a ceramicist
in Kashan, writes that the over glaze painted
minnai technique of the time had gradually
been replaced by the lgjvardina technique
in which the colour palette was limited and
decorative themes more restrained. Colours
such as black, white and red were being used
in lieu of the more traditional haftrang or seven
colour palette. Developments in architectural
embellishment with ceramics were closely
allied with those of pottery and the city of
Kashan seems to have exercised a monopoly
in the art, as its craftsmen and tiles travelled all
over the region in response to patronage. The
term kashi or kashani appears to have first been

aery
\‘.'.,

'.

used by the calligrapher Yakut al Mustasimi
(d. 1298 CE) while Ibn Batutta (1304-77 CE)
refers to kashi decoration on mosques in
Mesopotamia, Isfahan, Tabriz and Mashhad.
The Persian term kashi is an aberration of
Kashan (i.e. from Kashan) and is popularly
used throughout Sindh and Multan to denote
all glazed terracotta wares including tiles. In
Lahore and Delhi, however, ceramic wares
continue to be referred to as chini, perhaps
because the base material is not clay but a
mixture of siliceous sand and lime.

The advent of the Mongols in 1240 CE led
to a process of cultural retrogression that
disrupted the political, social and economic life
of the entire region. As the Mongols advanced
across Central Asia, the Iranian plateau and
beyond, large numbers of peoples, including

Fig. 44

Border tile with lotuses seen on
Thatta and Multan monuments.
¢. 17" century CE.

Fig. 45

Frieze (detail), Surkh Bukhari
Mosque. Uchh. c. 16" century CE.
A band of alternating lotus
fleurons in relief above a frieze
of inverted lotus blooms and

‘ buds.

Fig. 46
Dado (detail), undergiaze
hexagonal and triangular tiles
with a lattice pattern of lotus
flowers, echoing the Chinese
style. Makli. c. 16*- 17" century.

. Fig. 47

Spandrel (detail), Surkh Bukhari
Mosque, Uchh. c. 16™ century.
The pattern has lotuses
rendered in the Chinese and
Iznik styles, serrated petals and
cypress (saz) leaves.
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Fig. 48

Acanthus forms derived

from thistle leaves, a popular
decorative motif in Graeco-
Roman art. The acanthus
appears in the arts of Islam since
at least the 7 century CE.

Fig. 49

Visigothic capital, featuring
acanthus leaf forms,

Great Mosque, Cordoba. Museum
of Islamic Art, Berlin

c. late 7* century CE.

Fig. 50

Emirates capital, featuring the
evolution of the acanthus form
where leaves are accentuated in
both form and relief,

Great Mosque, Cordoba. Museum
of Islamic Art, Berlin

c. early to mid 9" century CE.

Fig. 51

Stone carving showing acanthus
leaves and a sunflower, Makli. c.
17" century CE.
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artisans, fled in their wake. Historical records
document the patronage of Sultan Ala ad din
Kay Kobad (1219-1236 CE) the Seljug ruler
of Konya whc patronised learned men and
artists from Isfahan. Iranian potters settled
throughout the region and left their imprint on
the architectural adornment of monuments.
The decoration in faience or glazed tiles on
the tomb of Kay Kaus (1220 CE) at Siras, shows
a distinctive late 12" century Iranian influence
with patterns executed in glazed light blue
and black brick. A frieze of white calligraphy
on a blue cartouche bears the inscription Work
of Ahmed lbn Bakr of Marand, a town north

of Tabriz and reportedly the birth place of
Qalander Lal Shahbaz Usman Marwandi, a Sufi
mystic who emigrated to Multan in 1235 CE
and later to Sehwan in Sindh. The prayer niche
or mihrab of the Burmali Minar mosque (1237-
1247 CE) at Amasya in Azerbaijan is decorated
with faience’ revetments of four rows of
square glazed light blue tiles and a cartouche
inscribed: Work of Muhammad lbn Mahmud
of Erzan? The diaspora of craftsmen in the
region can be surmised by evidence of their
craftsmanship on a number of monuments.

By 1256 CE the Mongol ruler Halagu had

Fig. 52

Arabesque, scrolling vine
and floral pattern (detail)
in underglaze technique,
Makhdoom Noah Mosque,
Hala, Matiari.

c. 18" century.

Fig. 53

Entrance of Gulabi Bagh

(Rose Garden), Lahore.

c. mid 17" century CE.

The spandrels of the arch

are decorated with scrolling
arabesques and flowers in
brilliant colours executed in cut
tile mosaic, highlighting
Persian influence.
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Fig. 54

Spandrel decorating the side entrance of Khudabad Mosque. Dadu, c. 1799 CE.
Medallions and whorling arabesques combine floral patterns in an underglaze
technique. The symmetrical scrollwork shows Ottoman and Safavid influence.

Fig. 55

A panel from Tash Haveli, Khiva, Uzbekistan. 1831-41 CE.

A continuing arabesque with whotls of stems, leaves and blooms.

Tile patterns in both Sindh and Muitan have great affinities with those in Khiva.

Fig. 56
Spandrel showing arabesque pattern, Abdul Aziz Madrasa, Bukhara,
1651-1652 CE.
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established the ilkhanid dynasty (1256-1353
CF) in northwest Iran and around Baghdad.
His son, Abaga (1265-1281 CE) commissioned
the construction of a summer palace at Takht i
Sulaimania, an old Sassanian site in Azerbaijan,
thus establishing Mongol links with pre-Islamic
fran. Excavations at Takht i Sulaimania by
Professor Rudolf Naumann® and his team have
uncovered evidence of Abaga’s palace with
kiins, walls decorated in glazed monochrome,
lustre, under glazed and over glazed pottery,
including exampies made in the /lajvardina
technique. The Mongols showed a marked
preference for monochrome turquoise or
cobalt blue tiles in bright colours with gold.

The early llkhanid rulers (1256-1336 CF) were
sympathetic to Christianity and Buddhism, but
with the conversion to islam of the Ilkhanid
ruler, Mahmud Ghazan Khan, the region
underwent a vast expansion in economic and
cultural exchange. The Central Asian steppes
became an important highway of trade and
communication, caravanserais were built
along the main trade routes and each city had
its own mosaue. Tabriz, located at the junction
of several trade routes was the obvious choice
for the llkhanid capital and evolved into a
bustling entrepot. The east-west route linking
Khorasan and Central Asia with China and
India via the Black Sea and Constantinople
passed through Tabriz, as did another route

Fig. 57

Monochrome glazed tiles with
kufic inscription in relief,
tomb of Shah Takesh.

Kuna Urgench, Khwarizm.

Fig. 58
Monochrome glazed tile with
kufic script in relief, mausoleum
of Lal Shahbaz Qalander,
Setwan.

c. 16" century CE,
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Fig. 59

Panel of cut tile mosaic with
calligraphy in cursive nashki,
Wazir Khan Mosque, Lahore.
1634 CE.

Fig. 60

Calligraphic panel in

thuluth script in underglaze
technique, mausoleum of
Baha al din Zakariya, Muitan,
1267 CE.

Fig. 61

Frieze of cobalt blue and
white underglaze tiles with a
Qur'anic inscription in thuluth,
Dabgir Mosque, Thatta,

1588 CE.
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to Baghdad and beyond, right up to the
Mediterranean. The sea route to China linked
the ends of the two continents and helped
to transfer cultural influences across Europe
and Asia. Commerce promoted the pooling of
human experience and the diffusion of artistic
practices as craftsmen sought markets for their
skills. Travellers who crossed geographical
boundaries observed and recognised the
cross pollination and assimilation of distinct
styles. As culture accompanied commerce, the
growth and decline of artistic traditions relied
on the degree of patronage they enjoyed.

(During the 13" century, Far Eastern

I

|
[

ff

decorative styles with motifs such as the lotus
(Fig. 41) were brought to Islamic lands and
to Europe giving rise to hybrid compositions
of motifs that combined traditional Chinese
iconography with geometric Islamic patterns.

(_otus composition (Figs. 42-47). Following the

Mongol invasion of 1256 CE the arabesque,
a popular ornamental motif attributed to
the Hellenistic style based on an intertwined
leaf and stem form took on a more Chinese
appearance and became known as kathai (i.e.
from Cathay). During the Ottoman era, kathai
motifs evolved into interlacing stems and
leaves in conjunction with flowers thatincluded
the peony, the iris, the chrysanthemum, the
carnation and the lotus. Floral ornamentation
assumed an increasingly abstract form and was

areas. The metamorphosis of the acanthus
leaf and tendril of the Graeco-Roman world
into the forked leaf tendril of the arabesque
(Figs. 48-51), completed the transformation

and led to a dense, sophisticated and stylised |
motif known as the islimi, which became |

synonymous with the arts of the Islamic world~

(Figs. 52—5@). Alongside the islimi, the linear )

kufic script gave way to a more flexible, curving
and decorative nashki, and later the thuluth
scripts (Figs. 57-61). -

Mahmud Ghazan Khan was succeeded by
Ulayjaytu Khudabanda (1304-16 CE) who
sought to make Shiism the official religion
of the llkhanid dynasty. He began the
construction of a mausoleum at Sultaniyeh
(Tabriz) intended to house the relics of the
Imams, Ali and Hussain. The mausoleum
(Fig. 62.), one of the largest in the lIslamic
world, has an ethereal glazed turquoise dome,
sumptuously decorated with red, blue, black
and white glazed tiles arranged in striking
geometric patterns juxtaposed with brick,
using a mosaic technique (Figs. 63 and 64

{

frequently integrated into complex geometric |
patterns that could stretch across large ¢

reflect the architectural influence of Sultaniyeh
monument at Makli).

Halagu's successors, the Golden Horde
in Southern Russia, the Chaghatayids in
Khwarizma and the ltkhanids in Iran patronised
and made exceptional contributions to
Islamic art and architecture incorporating
Iranian, Central Asian, Chinese and European
influences. By this time, areas in the Indus
plains had been taken over by rulers of Turkish,
Afghan and Persian lineage and magnificent
monuments began to appear along the banks
of the Indus both in the Punjab and Sindh. One
of these monuments, erroneously believed
to be similar to Ulayjaytu's mausoleum at
Sultaniyeh, was built in Multan in 1340 CE by
the Turkish governor Ghiyasuddin Tughlug
to house the remains of his spiritual mentor,
Shaikh Rukn ud din Shah Rukn e Alam (Fig.
65). Although the structure of the Rukn e Alam
monument is predominantly Persian in style it
is made primarily of brick clad with glazed blue
and white tiles and its embellishment employs
a number of tile revetment techniques that
were employed in Iran and Central Asia at
the time. The highly unusual patterns on its
spandrels, borders, panels and parapets of
interlacing and arabesque motifs echo in
particular the decorative motifs of Kashan and
Tabriz.

The slack central administration in Transoxania
under the llkhanids of Persia eventually led to
anarchy throughout the entire region, further
exacerbated by the onslaught of the Turkish
Mongol, Timur. Timur conquered Transoxania
in 1370 CE, chose Samargand as his capital and
sought the unification of Iran and Transoxania
(Turan) by attempting cultural harmony

" between the lranians, the Mongols and the

Turkomans. He asserted his sovereignty over
Russia, Anatolia, Irag and India up to the
borders of China.

By the 14" century, tile revetments began to
dominate the architectural landscape of the
region; monuments in Samargand, Herat and
Balkh reached new heights in ornamentation
and complexity of design. The range of colour
in ceramic decoration expanded beyond
turquoise, royal blue and white. Epigraphic
motifs underwent a reformation, adopting
sophisticated knot shapes known as girikh.
The kufic script, with its propensity for curving
lines, lent itself to complex girikh drawn from
intertwining arrangements of pentagons,
hexagons and octagons, while floral motifs
were executed on arches, vaults and spandrels.
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Fig. 65

Fig. 62

Mausoleum of llkhanid ruler
Ulayjaytu Khudabanda, Sultaniyeh,
iran. 1304-16 CE.

One of the largest mausolea of
the Islamic world, a glazed brick
turquoise dome, embellished

in cut tile, inlaid tile mosaic and
bannai techniques.

Fig. 63
Lithograph of mausoleum of
Mirza Isa Khan Tarkhan Il, Thatta.

Fig. 64

View of the mausoleum of

Mirza Isa Khan Tarkhan II, Makli.

c. 1651 CE.

The tomb’s high onion-shaped
dome references the Central

N Asian mausoleum of Ulayjaytu
Khudabanda.

Fig. 65
View of the mausoleum of Shah
Rukn e Alam, Muftan. c. 1335 CE.
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Fig. 66

Fig. 66

Bibi Khanum Mosque

(Friday Mosque), Samarqgand.
1398-1404 CE (restored). Precursor
of a new Timurid architectural style,
itis considered one of the largest
mosques in the Islamic world. it -
has polygonal minarets with an
arch spanning 18 metres over 44
metres high. Glazed polychrome
epigraphic, vegetal and mosaic
panels are particular features.

Fig. 67

Mausoleum of Timur,
Gur i Mir, Samargand.
1404 CE.

Fig. 68

Facade of Tilla Kari Madrasa (detail),
Samarqand. 1660 CE.

The portal is decorated in a twisted
rope formation of moulded
underglaze terracotta in the
haftrang technique.

Fig. 69

Tile panel, tomb of Usto Ali Nasafi,
Samarqand. 1385 CE.

The panel is located on the side
of an archway framed with bands
of tiles arranged in a wickerwork
pattern.

Fig. 70

Panel, (detail) tomb of Amir Hussain,

Samargand. 1376 CE. Monochrome
glazed brick colonnade with an
arabesque pattern in relief,
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Entire surfaces of buildings were covered
with mosaics using glazed tiles that were
cut, shaped and fitted into specific segments.
Highly complex arrangements were composed
of mosaic panels of small polychromatic
tiles in different sizes. Timurid era tiles used
the bannai technique to perfection with a
juxtaposition of plain brick and glazed tiles in
geometric arrangements along with large kufic
calligraphic inscriptions.

The development of urban centres with
important monuments in a predominantly
Persian style became the hallmark of
the architectural heritage of Islam. Timur
encouraged and supported accomplished
artisans to transform the cities of Samargand
and Turan reflecting the glory of the Islamic
world. External influences in the architecture of
the Timurid renaissance are well documented,
especially in the Persian mode of decorative
detailing on buildings in Samargand. Persian
ornamental schemes also employed brilliant
turquoise green, yellow and gold on ftiles
and faience mosaic patterns with geometric,
interlacing, arabesque, foliate, scrolling, star
and lotus palmette motifs alongside glazed
and carved tiles in relief, Clavijo, a Portuguese
ambassador to the court of Timur records the

presence of Turkish, Arab, Moorish, Persian,
Armenian, Greek and Indian artisans at work.™®
The transmission of decorative techniques was
abetted by the diaspora of craftsmen, traders
and peoples. The melding of traditions led
to extraordinary compositions of unglazed
and glazed bricks on structures such as the
mausoleum of Shad i Mulk Aga in the Shah i
Zinda necropolis of Samargand. The tile mosaic
technique perfected by Timurid craftsmen and
referred to as the moarragkari or Persian inlay
is found in all the former capital cities of Iran,
the monuments of Herat and of Samargand.
The Bibi Khanum mosque, the Shah i Zinda
cemetery, the tomb of Khadija Ahmed, the
Gur i Mir, Emir Zadeh and the gardens of
Samargand are of unmatched splendour
(Figs. 66-73).

Timur's legacy lives on in a vast region
stretching between the Euphrates, Indus
and Ganges rivers not only as a destructive
conqueror, but as a patron of men of letters,
artists and craftsmen and as an ambitious
builder. The extant buildings of the Timurid era,
its cultural complexes, its thriving economy
and the employment of diverse artisans all bear
testimony to the enlightenment of this restless
warrior. Timur's legacy is a compelling amalgam
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Fig. 71

Mausoleum of Timur,

a minaret and a ribbed dome
decorated with mosaic tiles.
The minaret surmounted by
muqarnas has an epigraphic
band, white on blue ina
haftrang technique and its
shaft has inscriptions in the
bannai technique.

Fig. 72

View of the Funerary Avenue,
Shah i Zinda complex,
Samarqand.

Fig. 73
View of the Mir i Arab
Madrasa, Bukhara.
1535 CE. (restored).
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of styles and currents as he oversaw spectacular
progress in architecture and the decorative arts,
marking almost a century of prosperity, progress and
creativity. His heritage is a towering influence in the
arts of Islam; the undimmed shades of blue, turquoise
and white ceramic mosaics of his monuments
continue to dazzle us with their brilliance. Devoid
of his virtuosity, his successors came to naught and
the mighty Timurid dynasty came to an end in 1500
CE when the Uzbeks seized Bukhara, Samargand,
Balkh and Herat and the Safavids seized power in
Iran. Zahiruddin Babar, Timur's lineal descendant,
defeated the Lodi ruler, Ibrahim Shah in 1526 CE and
went on to establish the Mughal dynasty in India. *

With the disintegration of Timur's empire, India
became the focus of political and artistic pursuit.
The Afghans (1186 CE) the Sayyids (1414-51 CE) and
the Lodis all had brief stints as rulers in Delhi. The
celebrated aesthetic of Turko-Persian architecture
combining styles of ceramic embellishments from
Persia and Central Asia had yet to appear in India,
where the emphasis remained on stone structures,
although Lodi- architecture in North India drew on
a sparkling architectural vocabulary of coloured
ceramics in blue, green and yellow from Central Asia.
Babar’s invasion of North India in 1526 CE added
new impetus to the indigenous architecture of India
that referenced both Timurid and Persian styles.
Although, the first half of the sixteenth century
was essentially a battle for control of the Indian
subcontinent, it was also a remarkable period for
Islamic arts. In the eastern Islamic world, Mughal
India is regarded as the second flowering of the arts
of Islam.

Atthis time, a number of Sufi mystic' orders emerged
and with state patronage wielded significant
political power. Under the Timurids, the Nagshbandi
Sufi order upholding the Sunni doctrine held sway
in the social, political and economic spheres, but
with the ascent of the Sufi leader, Shah Ismail Safavi
(1501-1524 CE) the self-appointed Shah of Iran,
the Shia sect of Islam became the state religion.
Under Safavid rule, the world's first ideological
dictatorship came into being and Muslims were
expected to follow Shi'a precepts or else leave the
area, putting paid to the tradition practiced by
the llkhanids and Timurid rulers of allowing Sufi
orders and other religious institutions to function
autonomously. The Qadiriya and Nagshbandi Sufi
orders chose not to conform to the injunctions
of the state and fled to the mountainous and desert
fringes of Afghanistan and areas beyond.™

This important turning point in history contributed
to an extraordinary exodus that was to have the
profound effect of a permanent political and religious
expansion beyond the frontiers of the region into
the subcontinent, changing its geopolitical and
cultural landscape forever,
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Fig. 73
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Fig. 75

Fig. 76

Fig. 74

Iwan interior (detail) Shah Jahan Mosque,
Thatta. 1644 CE. Showing a cupola, squinches,
mugarnas, niches, épandrels and calligraphic
panels clad in a variety of tilework techniques
with a diversity of motifs.

Fig. 75

Dove-shaped vessel, Brahminabad. British
Museum, London, ¢. 10™ century CE.
Lustreware vessel with a hare painted within,
similar to wares made in Samarra in the 10"
and 11* centuries.

Fig. 76

Tomb of Jam Nizamuddin Sammo, Makli,

1509 CE. Finely carved stone buttresses on

the north western wall. First example of stone
ornamentation with buttresses, arched panels,
pillarettes and serpentine brackets.

Fig. 77
Tomb of Jam Nizamuddin Sammo (detail).
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Sindh

History

The valley of the Indus has remained a
coveted prize for conquerors over the
centuries. From 520 to 515 BCE, the
Persians attempted to conquer Sindh and
incorporateitintothe Persianempire. Darius
sent a naval expedition under Scylax in
517 BCE to explore the areas watered by
the Indus stretching from Kashmir down
to the Arabian Sea. The expedition made
its way from the region of Gandhara,
above the confluence of the Indus and
Kabul rivers down the Indus to its delta,
eventually returning to Egypt some two
and a half years later. In 324 BCE Alexander
dispatched his friend and the admiral of
his fleet, Nearchus, for a voyage from the
Indus to the Euphrates and on to Pasitigris
near Susa. Voyages such as these indicate
ancient maritime connections between
the valley of the Indus, the Persian Gulf and
north-west India. In 200 CE the Sassanians
conqguered Sindh and their influence
was felt as far east as western Rajputana.
Sassanian control ended with the conquest
of Sindh by the Arabs in 711 CE It is
reasonable to assume that the Indus valley
imbibed advances in craftsmanship from
the Persians through commerce and
cultural exchange.

Archaeological finds from early Muslim
levels at Bhanbore™ have yielded a number
of clay objects that provide evidence of
stylistic cross poliination between the
Indus valley and areas to' the north-
west. Discoveries include a distinct type
of light and thin moulded pottery with
fine floral and geometric patterns and
kufic inscriptions in an applied or incised
technique. A small cup, with a handle,
inscribed in kufic script is of particular
interest as it is similar to objects found at
Susa and Fustat dating to the 10™ century.
Glazed pottery discovered at Bhanbore,
Sehwan, Al Mansura and other Muslim sites
in Sindh all reflect strong Persian influence.
Alkaline glazed jars, reportedly of Sassanian
origin, have also been found at Bhanbore. A
highly interesting group of potsherds found
in the ruins of Brahminabad a flourishing
city at the beginning of the 7" century
about fifty miles northeast of Hyderabad
in Sindh, include lustreware of the type
found at Samarra and Fustat as well as
sgraffiato wares in opague white glaze akin
to Chinese wares and stone ware. Another
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Fig. 78

Aeriai view of necropolis,
Makll, c. 15" century CE.
The tombs of Jan Baba, isa
Khan Tarktzan i and Dewan
Shurfa Khan are seen in the
foreground,

Fig. 79

Funerary monuments,

#Makli, ¢ early 157 century.
Gctagonal stone pavilions
with carved pillars and domes
with finials.

Fig. 80

Walt (detail) from the
macsoteum of Mirza Jani Beg,
Makfi. ¢. 7600 CE. Bricks with
glazed poinuing are found on
many 15° century monuments
in Thatta and Makli.

Fig 81

Southern facade, tomb of
Qauis as Suitani. sister of
Fatenh Khan, Mak. c. 1492

CE. The inierior of this tomb
has a faceted mifirab. The
rectangular frame on the arch
of the mihrab has a trellis
pattern in stucco.
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Jessel discovered at Brahminabad, with a bird's
head at one end and a partially averted rim,
depicts a hare on a dotted background similar
10 a dove shaped vessel discovered in lraq
dating to the 10" century" (Fig. 75).

islam came to the Indian subcontinent from
the Arabian and Mesopotarnian deserts, and in
the 97 century to north- western Pakistan from
the Irano-Afghan plateau. The Arabs extended
their control from the Arabian Sea to Multan
and beyond. Under the central authority of
Raghdad and Damascus, Arab communities
settled along trade routes and continued to
exert considerable cuitural and commercial
influence whilst assirnilating local practices.

From 711 to 750 CE Sindh remained under
the control of the Ummayad Caliphate. The
Abhasid Caliphate was to follow, appointing
some thirty seven governors during the spate
of their rule. Abbasid political contiol in Sindh
began 1o decline in the late 9" century and by
the beginning of the 10" century, Sindh was
divided into two separate provinces, Multan
and Al Mansura, both ruled by local dynasties
of Arab origin professing nominal aliegiance to
the Abbasid Caliph in Baghdad. The Quraishis
of the Banu Asad tribe ruled Multan, stretching
from Kashmir to Arore near Rohri and included
a large portion of south east Punjab, with
the notable exception of Lahore, whereas the
descendants of Habbar ibn al Aswad held Al
Mansura which extended from Arore to the
shores of the Arabian Sea including present
day Sindh and some areas in Kutch and Guijarat.

Towards the end of the 10" century, the
Fatimid Ismailis and the Qarmathians™ had
begun proselytising in Multan and Sindh.
The Qarmathians occupied Multan for a brief
period, before ceding it to the Ismailis whe
enjoyed support from the Fatimids in Egypt.
The Soomra rulers at Al Mansura accepted the
lsmaili faith and eventually recognized Fatimid
rule. Bashshari al Magdisi, an Arab geographer
who visited Sindn in 986 CE writes that the
kingdom of Multan was under the Fatimids of
Egypt and Al Mansura was in the process of
being brought into the fold.

In 1010 CE Multan was attacked and subjugated
by Sultan Mahmud of Ghazna, its ruler Abul
Fath Daud taken prisoner to Afghanistan
and its territories were incorporated into the
Ghaznavid empire. Sultan Mahmud invaded
Mansurah on his way back from the sack
of the Somnath temple in 1025 CE and
appointed a Soomra prince as governor. A

year later, he returned to the Indus valley and
ravaged large areas of Sindh. In the wake of
these incursions throngs of scholars, men of
letters, mystics and artisans from Persia and
Central Asia contributed to a refulgence in
the socio-cultural environment of the area.
Influenced by the Sufi mystic, Sayyid Jalaluddin
Bokhari (d. 1291 CE) the Soomra rulers of
Multan turned to orthodox Islam, ending
their allegiance to the Ismaili faith, the rulers
of Sindh subsequently followed suit.
Compounded by their defeat in Egypt, the
destruction of Alamut by Halagu, the collapse
of Girdukh and other Ismaili strongholds in
iran, the Fatimids found their control greatly
weakened in Multan and Sindh. With the
patronage of the Ghaznavids, the Ghuris and
the Muizzi sultans of Delhi, the Suhrawardi,
Qadiri, Chisti and Nagshbandi Sufi orders
played a major role in the campaign to evict
the Fatimids from Multan and Sindh.

The Soomras continued to rule Sindh from
1059 101349 CE initially under the patronage
of the Sultans of Ghazni and from 1186 Ct
under the suzerainty of the Tajik Shansabanid
dynasty of Ghur, when Shahabuddin Ghuri
finally conquered Lahore and his lieutenant
Qutbuddin Aibak conquered Sindh. Aibak
was to become the first Muizzi king of Delhi,
and after his death in 1210 CE his son-in-law
Nasir al din Qabacha established control over
Uchh, Multan and Sindh. Reverberations from
political and military convulsions in Central
Asia were felt in Multan and Sindh when
in 1226 CE. Ghazna and Ghur were taken
over by the Mongols. litutmish, son-in-law of
Shahabuddin Ghuri, now the sultan in Delhi
(1211-1236 CE) invaded the teritories held
by Qabacha. Qabacha reportedly drowned in
the river Indus near Bhakkar in 1228 CE and
Sindh fell to the forces of Sultan litutmish. The
soomra chief Chanesar, pledged allegiance
to lltutmish’s general Nizam ul Mulk Junaidj;
Sindh passed from the Delhi Muizzi sultans to
the Khiljis and then to the Tughlaq dynasty.

In 1335 CE Firozuddin Jam, a Samma chieftain,
laid claim to autonomy and wrested Sindh
from Muhammed bin Tughlag and Feroze
Shah Tughlag. Thatta is mentioned as the
capital of Sindh for the first time in 1350 CE
under the Samma's. As Sindh's power base
expanded, it developed networks for trade
and commerce, establishing links with Gujarat,
the Mongols and the Timurid Suftans in Herat.
It became an important asylum for artists,
artisans, poets and Sufis from Central Asia, Iran
and Burhanpur. Where trade led, art followed
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Fig. 82

Inner wall of the mausoleum
of Mirza Isa Khan Tarkhan I,
Makli. c. 1651 CE. A central tall
peshtak is flanked by an oriel
and deep arched niches.

Fig. 83
Niche with mihrab (detail),
tomb of Mirza Jani Beg, Makii.
c. 1600 CE. Fine stone tracery
and epigraphy with carved
motifs and rosettes in relief.

Fig. 84
Northern wall (detail),

tomb of Jam Nizamuddin,
Makli. Stone tracery, lotus,
floral and geometric patterns
in deep relief with rosettes.
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and edifices with ornamentation using glazed
bricks and tiles became a prominent feature
linking cities in Central Asia, Multan and Sindh.

Throughoutthe 11"and 12" centuries, invasions
over the Khyber Pass into the northwest of the
subcontinent brought traffic from Persia and
Central Asia to the northern reaches of the
Punjab and beyond, towards Delhi. By the 13*
and 14" centuries, Turko-Iranian influence had
extended as far as the Deccan and Bengal.
This extension of political control coincided
with vigorous preaching by Sufi orders who
attemptedtofoster social harmony and spiritual
tolerance that would transcend sectarianism.
In the 9" century as Al Mansura became
politically less important, Multan became the
capital of an independent Arab province. It
was occupied by Mahmud of Ghazna in the
11 century and control of Multan and Lahore
shifted from Ghazni and Khorasan to the
Sultanate of Delhi. By the 12" century both

these cities developed a commercial culture
that attracted trade and scholars from South
and Central Asia.

Zahiruddin Babar had already occupied Kabul
in 1504 CE and the advent of the great Mughal
empire was nigh. The Arghuns, a Turkic Afghan
race based in Kandahar were in control of Siwi
on the borders of present day Baluchistan.
With the shadow of Babar looming over
Kandahar from Kabul, and that of Shah Ismail
Safavi of Persia from Herat, the Arghuns had
no option but to move southwards into Sindh.
Shah Beg Arghun captured Thatta in 1520
CE and by 1524 CE his son Shah Hasan had
stepped into his shoes. Upper Sindh, however,
remained under the control of his brother,
Sultan Mahmud, who ruled from Bakhar. For
a short period, Shah Hasan also ruled over
Multan but entrusted its administration to
lLangar Khan Lodi, who subsequently ceded it
to Babar.
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Fig. 85

Interior wall (detail),

tomb of Isa Khan Tarkhan |,
Makli, early 17" century CE.
Elaborately carved niches,
arches, pillarettes, lamp
brackets, borders with
geometric patterns, ovals
and rosettes in relief.

Fig. 86

Reyza (tile detail), tomb of
Mian Ghulam Shah Kaihoro,
Hyderabad. c. 18" century CE.
A mosaic technique particular
to Sindh where small tiles in
specific colours and shapes
are fitted or interlocked to
form patterns.
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Shah Hasan lost Thatta to the Tarkhans:'
who like the Arghuns were descendants of
Genghis Khan. Mirza Isa Khan Tarkhan was
chosen by the Arghun and Tarkhan nobility to
replace Shah Hasan in 1554 CE; the Tarkhans
continued to rule Thatta until its inclusion in
the Mughal empire in 1592 CE when Mirza
Isa Khan Tarkhan's grandson, Mirza Jani Beg,
was defeated by Akbar's general, Abdur Rahim
Khan e Khanan. While Mirza Jani Beg and
his son Ghazi Beg were allowed to continue
as governors of Thatta, the reins of power
were managed by the Mughal governor Mirza
Khusrau Charkas (d.1593 CE) who was also a
patron of the arts. After Charkas the Mughals
appointed forty successive governors at
Thatta and by the second half of the sixteenth
century Mian Naseer Mohammad Kalhoro, a
descendant of the Abbasids, claimed political
power in Upper Sindh. The Kalhoras were
revered for their religious teachings and had a
large following. By 1737 CE Thatta fell to them
and Sindh came under their rule. Internecine
squabbles, intrigues and erosion of territorial
boundaries to aggressive neighbours led to
the takeover of Sindh in 1782 by the Talpurs,
who served as mercenaries to the Kalhoras. In
1843 the British agent, Charles Napier defeated
the Talpurs at the Battle of Miani.

Monuments

‘Muslim dynasties of various ethnic origins
' had gained access in Iran, Central Asia, Turan

and the Indian subcontinent. Successive
waves of immigrants: Arab, Turk, Turkoman,
Iranian and Uzbek, introduced a repertoire of
influences that were absorbed into indigenous

- architecture. Marble and brick were introduced

alongside stone as basic building materials,
indeed brick techniques played a major role
in Islamic architecture and its ornamentation.
The Arghuns and Tarkhans breathed new
life into the local architecture of Sindh, most
particularly at Makli (Fig. 78). In Thatta, where
construction had relied on horizontal wooden
beams, buildings were now constructed in
stone with arches, domes and vaults.

Not much detail is available on the historical
evolution of architecture in Sindh as it has
traditionally been based on a nomadic way
of life with temporary or semi-permanent
dwellings. The Samma era (1349-1520 CE)
depicts the first settled form of architecture
at Makli using both stone and brick where
the tomb of Mubarak Khan is perhaps the
only monument of the period with glazed tile
revetments. Most of the stone monuments
alongwith a number of cenotaphs at Makli are

Fig. 87

Reyza technique showing
tile imprints in mortar,
Talpur tombs,
Hyderabad.

Fig. 88
Underglaze border tile
with a lotus and flowers,
Dabgir Mosque, Thatta.

Fig. 89

Panel of underglaze
hexagonal tiles (detail),
Makli. c. 18" century CE.
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Fig. 91

Fig. 92




Fig. 90
View of brick making,
Multan, 2007.

Fig. 91
View of a traditional wood
fired kiln, Hala, 2009.

Fig. 92
Karigar beating clay into
moulds, Hala, 2009.

Fig. 93

Quartz, moulds, clay

tifes and moulded forms
treated with a quartz
mixture (astar), Hala, 2009.

Fig. 94
Ceramic workshop,
kashigar painting a tile,
Hala, 2009.

Fig. 95
Kashigar painting a
pillarette, Muftan, 2008.

Fig. 96
Above

Parapet tiles ready for
firing.

Middie

View of interior of
kiln post firing.

Below
Underglaze tiles.
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exquisitely carved with calligraphic inscriptions
bordered by geometric and floral compositions.
These monuments are of critical importance
for our purpose as they illustrate the use of
indigenous stone referencing Central Asian
architectural styles. The combination of both
indigenous and external elements resulted in
the emergence of a style of architecture best
described as Sindhi Islamic (Figs. 79-81).

The mausolea and tombs of the Arghun and
Tarkhans at Makli clearly reflect Central Asian
architectural elements with their structures,
arches, columns, beams and lintels of brick
and stone. The construction of domes was
improved upon and arches were erected in
a rounded form, replacing the lancet shaped
arches of earlier monuments. Motifs and
patterns in stone were refined using geometry

and arabesques bearing the local lotus.” In
addition to stone carving, tracery was also
adopted for embellishment and under the
Mughals, both forms of surface decoration
became considerably more Persianised (Figs.
82-89). Tarkhan structures in Sindh show
marked affinities with those in Gujarat and
some historians are of the view that craftsmen
and artisans may have migrated to Gujarat as
Sindh underwent periods of political instability
and decorative architectural styles may well
have travelled eastwards.

The cultural divide between the Persian and
the Indian worlds formed by the river Indus
manifested itself in the later architecture of
the Arghuns and Tarkhans in Thatta. Brick
buildings, characteristic of Sindh were
constructed all along the Indus and beyond,



Fig. 98

to Multan. The brick walls of monuments
in Thatta, Multan and the structures of the
Tughlag period are generally tapering,
whereas the Makli monuments are square or
rectangular and those of Multan are octagonal.
The Mughal style of the late sixteenth century,
adopted by Mirza Isa Khan Tarkhan 1l (d. 1644
CE) in the form of stone buildings with two
levels constructed on a platform in the centre
of a courtyard, was not favoured by Shah
Jahan, who looked elsewhere for inspiration,
using bricks in combination with tiles. The
Shah Jahan Mosque in Thatta, is the first
spectacular manifestation of this new style.
Tile work is not generally seen on the stone
and brick structures of the Samma and Tarkhan
monuments at Makli.

The Timurid school in 15 century in
Herat favoured the use of glazed tiles as
embellishment to give buildings a luminous or
reflecting appearance. Tiles used on broad and
simple brick surfaces with very little moulding
conformed to the Persian style where almost
all moulding was deliberately omitted so that
the surface of the fagade could be kept clear

for the application of terracotta and glazed
tiles. The same tradition was adopted in Sindh.
Made by local potters the tiles were principally
blue and white and occasionally purple and
yellow, they were used to create geometric, floral
or calligraphic bands and were also cut into
small pieces to create mosaic patterns (mosaic
raisin). This technique become special in Thatta
and was exported to neighbouring areas of
Multan. The Tarkhan style continued even after
the annexation of Sindh by the Mughals.”

Terracotta tiles made from locally available
clay are dried in the sun and coated with a fine
layer of glaze referred to as astar. A pattern
is produced on this dull white surface by
pouncing or a stencil, the dots being joined
by a mix of blue copper oxide to reproduce
the pattern. Colours are filled into the pattern
and covered with another layer of glaze. The
tiles are fired in wood burning kilns for over a
day; the copper oxide outline not only defines
the design but prevents the colours, generally
cobalt blue, turquoise and white, from running
into each other. The tiles are all predominantly
underglazed with floral patterns that link

Fig. 97
Line drawings of monuments
in Sindh.

Above left: Dewan e Shurfa,
Makli.

Above right: Mirza Jani Beg,
Makli.

Below left: Mian Ghulam Nabi
Kalhoro, Hyderabad.

Below right: Talpur Mir tombs,
Hyderabad.

Fig. 98

View of the tomb of

Dewan e Shurfa,

Makli. 1638 CE.

Square tomb with towers

at the corners; high circular
drum with a conical dome and
monochrome glaze pointing
on the walls.
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Fig. 99

View of the tomb of Mian
Ghulam Nabi Khan Kalhoro,
Hyderabad. c. late 18" century
CE. Octagonal tomb with
hemispherical dome resting on
a drum. The Kalhoras favoured
elaborate cladding and narrow
chambers by the sides of domes,
here lantern like chambers have
ribbed domelets.

Fig. 100

View of the tomb of

Mir Karam Ali Talpur, Hyderabad.
1812 CE.

Square tomb with hemispherical
dome resting on a twelve sided
drum; lantern shaped minarets
with domelets at the corners.
Referencing the Kathora style,
the facade is divided into

three ornamental levels, each
containing blind arches.
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up with each other, the arabesque being a
favoured element (Figs. 90-96).

The use of glazed tiles in Sindh continued for
several hundred years after it was incorporated
into Akbar's empire, initially reflecting the
influence of the Arabs and gradually, of Persia.

The traditional Sindhi tile had a distinctive
character. The craftsman adapted the elements
of a pattern, geometric or-floral, in a strictly
conventional order to fill a requisite space.
The motifs were not necessarily uniform or
fixed but remained somewhat fluid; the tiles
were generally square or rectangular but were
also made in varying geometric' shapes to
correspond to the area they needed to cover.
Tiles produced in the mosaic technique where
small tiles are fitted or interlocked with one
another are referred to as reyza in Sindh (Fig.
86). Patterns are arrived at by using tiles in
specific colours and shapes with an element
or motif from the pattern in each tile, in a
repeating series. The tiles are then set in place
in mortar so that they fit together to complete
the pattern (Fig. 87).

Cunningham writes:

In the early buildings of the Pathan kings the
different colours of glazed tiles were usually
found on separate tiles and where geometric or
other patterns are attempted they are formed
of small pieces joint together like mosaics. But in
the later buildings of Mughal emperors, several
colours and ornaments are found painted on the
same tile and flowered patterns of many colours
are made on large square tiles, and afterwards
Jjoined together like a common pavement. The art
of glazing tiles is for the most part now confined
to Multan and Sind but the present manufactures
have lost some of the knowledge....The
enamelled pottery of Sind and Punjab has
been referred to as sumptuary art introduced to
the region from China through Persia by the
Afghan Mongols.”

Makli

The Makli monuments are in two distinct
styles: cut stone with carved surface tracery
(early period) or brick work structures on a
stone plinth with glazed tile revetments. The
glazed or enamelled bricks are light blue, dark
blue and white; the joints between the bricks
are exceedingly fine and are almost invisible,
with a thin white glaze moulded on sunk
bands. When used to line domes, the glazed
bricks have been arranged to form a zigzag
chevron pattern. The tiles were generally fixed
with a thin coat of mortar and powdered
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Fig. 101

View of the tomb of

Asaf Jah Khan, Lahore. 1641 CE.
Octagonal tomb crowned by a
conical double dome originaily
covered in marble. The arched
entrance retains traces of
stucco and cut tile mosaics.
Faience mosaics in half-domes
have floral patterns of yellow,
blue, orange and dark brown
similar to the Chini ka Rauza
monument in Agra.

Fig. 102

Tomb of Sultan Ibrahim,

Makii. 1559 CE.

One of the earliest octagonal
tiled structures, its arched
fagades have deep alcoves; the
four main alcoves are taller and
contained within rectangular
architraves; the remaining
alcoves are surmounted by
rectangular tiled panels. A
hemispherical dome originally
covered in turquoise glazed
bricks rests on a high drum.
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Fig. 103

Dado (detail), interior of
Sultan Ibrahim’s tomb.
Underglaze painted
hexagonal tiles, white on
blue, with arabesques and
floral motifs have been
inspired by the Timurid
style.

Fig. 104

Interior (detail) of a
dome on squinches,
Sultan Ibrahim’s tomb.
Glazed bricks in white,
blue and turquoise set

in a concentric zigzag
arrangement. Underglaze
tiles set on spandrels
within an architrave.

Fig. 105

Inscriptional frieze,
Sultar Ibrahim’s tomb.
White in thuluth script on
blue underglaze.

72

brick overlaying a rough brick facing, and
elaborate patterns in colour were worked out
with variously shaped ftiles.

Burton reports:

Behind the Idgah rises an infinite variety of
mausolea and sepulchres, many ruined by the
earthquake shock....vaulted domes, arches and
towers, porticoes, gate ways and colonnades, rise
in long succession above shapeless heaps and

mounds....Many of the edifices, the tombs of
the Amirs, Jams and Sayyids, must have been the
labour of years and years. In some, the cupola,
surrounded by a ring of smaller domes, rests
upon a single or a double colonnade, enclosing a
gallery and platform broken by pointed arches in
each of the four fronts: other are grit by lofty stone
walls, forming square courtyards, with gates
leading to the different doorways. Some consist
of heavy marble canopies supported by light




fantastic columns and sheltering a parallel line of
tombstones; and many are built of coloured and
glazed Dutch tile and brick, which by the by, might
rival those of old Rome....When stained and
glazed they look as ifenamelled; and nothing can
be richer than the appearance of the inscriptions,
in large white letters upon a dark purple ground.
They were probably made by Persian bricklayers
who are celebrated throughout the East for their
skill in this craft®

Under the Arghuns and Tarkhans brick
structures became popular throughout
Sindh. The form and height of monuments
underwent a change as domes became more
conical, buildings octagonal and alcoves
were introduced, giving structures a lightness
and delicacy. Glazed tile embellishments
replaced intricate stone carvings. Colourful
floral and geometric tiles were to be found
at ground level as dados, murals or vertical
panels, in arched or rectangular niches on

Fig. 106
View of Dabgir mosque,
Thatta. 1588 CE.

Fig. 107

Panel on the facade of Dabgir
mosgue. On each side of

the main entrance, a small
arched panel occurs within
the rectangular architrave

of cut brick. The joints are
glazed in turquoise blue.
Spandrels are missing but
fragments of a narrow border
are visible within the arch.
Interlaced floral tendrils, ivy,
lotus blossoms and spiral
arabesques drawn from
Chinese and Persian motifs
can be seen.
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Fig. 108

Niche (detail), Dagbir mosque,
cut brick and glazed turquoise
pointing. A rectangular panel
with a blind arch is surmounted
by a broad horizontal panel in
monochrome tiles arranged

in a wickerwork pattern.
Arabesques and floral tile
revetments on the spandrels.

Fig. 109

Dabagir mosque {interior).
Archway between chambers.
Soffit of monochrome glaze
cobalt blue, turquoise, white
and orange tiles arranged in
distinctive geometric pattern
references stone tracery at Makli.
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Fig. 108

spandrels, squinches and mihrabs and
on the borders of calligraphic panels. This
decorative art manifested the Timurid style
where enormous panels were used to create
a sense of overwhelming splendour. Later
Mughal monuments in the region also drew
on this style with the use of polychrome tiles
(Figs. 97 and 98). The funerary monuments of
the Kalhoras (1700-1782 CE) and the Talpur
rulers (1782-1843 CE) made of rubbed brick
and glazed tiles are an important landmark in
the indigenous tile traditions of Sindh as they
were a synthesis of local influences and those
from further afield (Figs. 99 and 100). It may be
noted that domelets appear on the Kalhora
and Talpur structures.

Mausoleum of Sultan Ibrahim Tarkhan

One of the earliest tiled monuments of
Sindh is the tomb of Sultan Ibrahim (d. 1559
CE) son of Isa Khan Tarkhan I, in the Makli
necropolis. It is thought to have been built
in the reign of Mirza Bagi Beg (1572-1584 CF)
and is the first octagonal tomb of Thatta, built
in the style of funerary buildings in Central
Asia and reflects an affinity with the tomb
of Asaf Jah Khan in Lahore but differs from
the octagonal monuments of Multan and the
Lodi monuments in Delhi in that it stands in
splendid isolation (Figs. 101 and 102).

The main structure of Sultan Ibrahim’s
mausoleum is located in the centre of a
rectangular courtyard with an arched entrance

on the east and a mosque on the west wall. The
external facade appears to have been profusely
decorated with blue glazed tiles of which
only a few traces remain. It has eight arched
alcoves, of these, the four principal aspects
have tall deep arches with rectangular frames.
The main entrance has a stone door frame
below an arched window, while other aspects
have fretwork screens, stone frames and arched
windows surmounted by bands of Quranic
calligraphy in white on blue glazed ftiles. The
glazed tiles in the spandrels are patterned
with scrolling vines and ivy. The onion shaped
dome with its high drum and circular base is
identical to that of the Gur i Mir monuments
of the late 14 and 15" centuries in Samargand
and other tombs of the area. The interior of the
square chamber, transformed into an octagon
by squinches, was also decorated with glazed
tiles (Figs. 103-105).

Dabgir Mosque (Fig. 106)

The Dabgir or Dabgaran mosque in Thatta is
one of the oldest and most significant records
of the tile traditions of Sindh. Located in the
neighbourhood of box makers (dab meaning
a wooden box), it was built in 1588 CE by
the Mughal governor Khusro Khan Charkas.
Charkas is said to have built over three
hundred and fifty public buildings of which
only two survive: the Dabgir Mosque and the
ruins of Satcharni (seven stairways) at Makli.
Despite the ravages of time, vandalism and
poor restoration, the grandeur of the Dabgir
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Fig. 110

View of southern bay (detail).
Immaculately placed square
tiles in a basket weave
arrangement on soffits,
squinches and wall panels
with sinuous arabesques on
spandrels. Half-domed niche
with underglaze tiles are
juxtaposed to create geometric
patterns akin to the Friday
mosque in Yazd, Iran 1325-34
CE.

Fig. 111

View of the interior showing
tile decoration with diversity of
motifs.

Fig. 112

View of Qibla wall, central
mihrab (detail). Fine stone
tracery, floral formations,
rosettes and Qur'anic verses.
The niche on the right is
actually an arched window.

Fig. 113
View of interior, showing a

variety of tilework, juxtaposed
on walls and niches.
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Fig. 112

Mosque is unmistakable. Exquisite recesses
and niches are embellished with glazed tiles,
arabesque patterns melding into one another,
with blue and white tiled convex and concave
mouldings (Figs. 107-111).

Like other monuments in Thatta and Makli, the
mosque is built of brick on a stone foundation.
It is an oblong structure with three chambers;
the central vaulted hall or iwan with a carved
stone mihrab (Fig. 112), and windows on either
side is connected to smaller side chambers
through high arched passages. The central bay
is converted with squinches into a high-domed
octagon, now in a state of collapse. The oblong
span of the side chambers is transformed into
a square with the use of squinches and domed.

Fine examples of naskh and thuluth calligraphy
decorate the rectangular panels surrounding
the mihrab, as well as its outer arch. A long
broad frieze of Qur'anic calligraphy runs along
the walls of the square central chamber (Fig.
113).

Lingering traces of tile and unglazed brick
work on the surface suggest that the entire
facade was once covered in tile revetments
with fine floral and geometric patterns. Tiled
dados, blind ogival arched and recessed niches
on each side of the main-central entrance, and
parapet panels are placed within raised brick
work” above the arches and the entrances.
These have all disappeared except for tiles
arranged in geometric patterns on the soffits



Fig. 113
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and niches that have fine arabesque and floral
scrolling tendrils with stylized Chinese dragons
in blue on white. Glazed tiles with geometric
patterns and floral borders also line the soffits
within the arched piers of the entrance.

Within the mosque, the west wall of three
chambers has arched mihrabs in niches, the
central chamber contains the main mihirab in a
deep niche enclosed in a large frame of yellow
sandstone (see fig. 112). This elaborately carved
stone, surmounted by an arch of polychrome
tiles, is decorated with bands of delicately
carved floral and Quranic inscriptions. The
calligraphic bands are in high relief with
intertwined scrolls, an ornamental chain of
lotuses in bloom and dentils. The spandrels of

the arches have large projecting medallions
and the sunken niche has similar carving.

The arch over the stone panel is decorated
in a skilful interlinked star and circle pattern
in tile mosaic. Its spandrels are clad in deep
turquoise glazed tiles with scrolling arabesque
motifs and crown medallions in dark blue
and white, these are contained within a large
arched niche, which in turn has arabesques of
twirling stems, lotuses and other floral forms
with crown medallions. The arched windows
on either side of the mihrab have glazed floral
surrounds and rectangular panels above with
interlinking star and circle pattern and borders.
The faience mosaic on the walls, the arches
and their soffits linking the chambers are all
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Figs. 114 and115

Spandrels {detail)

| showing arabesques,
cusped ogivals, split

| palmettes, lotus and
floral blooms.
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Fig. 116

Niche (detail).

Brick pointing with
turquoise glaze, foliate
arabesque patterns

on the spandrels and
geometric patterns in
borders above.

Fig. 117

Half domed niche
(detail). Patterns made
up of interlinking
triangular, diamond
and hexagonal tiles.
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magnificently decorated (Figs. 114 and 115).
The interior of the prayer chamber has tiles
on its panels, spandrels, soffits, arches and
borders with different techniques used for
each revetment. Square glazed tiles with floral
motifs in blue and white have continuing
arabesques (Fig. 116), while intricate geometric
patterns of lozenges, crosses, triangles, grids,
squares and rectangles have been created
in conjunction with glazed brick in various
shades, either as alternating continuous rows
linking different colours, or by alternating brick
and glazed tiles (Fig. 117). Mosaics combining
cut and glazed pieces of terracotta have been
used to create inscriptions and elaborate floral
patterns. Decorated panels of glazed tiles sunk
within rectangular frames border the arches
between entrances. The margins of the arches
are delineated by cut brick, the joints of which
have a light blue or deep blue glaze. Scrolling
floral borders terminate in cinquefoil flowers
and the soffits of the archways between the
chambers are adorned with medallions of
differing size with border tiles of scrolling
tendrils and flowers arranged in the bannai
technique. Rows of stars in white on deep blue,
turquoise and yellow make up the principal
colours in the decorative theme.

The glazed brickwork of the Dabgir mosque
is not only visually exciting, but also illustrates
a new decorative technique. The glazed
tile mosaic panels on the surfaces of the
monument are the earliest examples of their
kind in the area, and reflect the blend of both
Persian and Timurid styles. The ornamentation
is of an extraordinarily high order, exploiting a
variety of motifs including glazed brick surfaces,
faience mosaic, and calligraphic friezes with
vegetal or floral patterns similar to those seen
on the Bibi Khanum monument in Samargand
(Figs. 118-125).

Mausoleum of Mirza Jani Beg (Fig. 126).

The last independent Tarkhan ruler of Sindh
was defeated by Akbar's commander Abdul
Rahim Khan e Khanan and was taken to his
court in Agra and made to pay his respects.
He was appointed Governor of Sehwan, Thatta
and the Lahori seaport but was not permitted
to return. He remained at Akbar's court for
eight years and reportedly died at Burhanpur.

A splendid octagonal monument was erected
for him in 1601 CE that stands on a raised
platform in the centre of a stone wall enclosure
(Fig. 127). The entrance to‘the monument is a
perfect rendition of the Tarkhan style: a richly
carved stone doorway in geometric and floral

tracery with a lobed arch enclosing rosettes.
Qur'anic verses occur in relief on panels, and
on the western wall of the enclosure, a mihrab
opens under a high arch with pillarettes on
either side.

Thetombis set with two different compositions
of arched alcoves, one is half-domed blind
recess on four sides and the other consists of
four high arched alcoves with deep entrances

“(Figs. 128 and 129). The alcoves and the walls

within the arches are faced with alternating
unglazed red and glazed blue bricks pointed
in white glaze. The main walls have turquoise
bricks, offset with the cobalt blue of the arches.
Hexagonal and triangular underglazed tiles
in a six sided star arrangement make up the
dados (Fig. 130).-Given that Cousens? does
not mention the absence of dados on the
external walls but remarks on similar internal
adornments, it would be fair to assume that
the extermal dados are of a later date (Fig. 132).
The hexagonal tiles on the dado have floral
arabesques in white on blue, commonly found
in the Timurid repertoire. Running beneath the
dados is a band of glazed tiles with alternating
reversed lotus fleurons in blue on white. The
half-domed recesses are set within rectangular
frames. Their spandrels are made up of narrow
tiles with a small floral pattern arranged in
vertical bands. A horizontal recessed panel
above the rectangular frame, now devoid of
tiles, most likely housed a Qur'anic inscription.

A stone door frame with fine geometric and

floral tracery stands within the arched entrance.

on the southern side of the mausoleum. Above
the frame is a latticed arched window with
interlacing hexagons. The other side entrances
have stone lattices in lieu of doorways.
Similar arrangements of vertically placed tiles
adorn the rectangular frames covering these
entrances and the half-domed recesses. A
framed rectangular panel containing a
Qur'anic verse in thuluth is seen above the
spandrels. The spandrels on the outside arch
are patterned in a blue ground in arabesques
with vegetal and floral scrollwork around a
central turquoise medallion.

Mirza Jani Beg's mausoleum is a splendid
compositional ensemble; its external dados
are designed along the same principle as
the ones within. Oblong recessed panels of
arabesques in white on turquoise, and unusual
formations of bold and undulating medallions
line the internal walls. The panels are framed
by a narrow tiled floral border and recessed
blue and red bricks (Fig. 131). The high arched
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Fig. 126

Aerial view of tomb of
Mirza Jani Beg Tarkhan,
Makli. 1601 CE.

Fig. 127
View of tomb of Mirza
Jani Beg Tarkhan.

Note the dome is missing
in the image above

as Fig. 127 has been
photographed following
restoration.

84

(}n

-



Fig. 128

5

\ /8
72N

Fig. 129

4 =
21 ¢

rA \\ ’
:!if’:: kil

Fig. 128

View of the entrance alcove.
Stone fretwork lunette,

tiled panel with epigraphic
inscription, decorated spandrels
and dados.

Fig. 129
Half domed blind alcove with
dado on the facade.

Fig. 130

Dado on interior wall (detail).
Hexagonal and triangular
underglaze tiles arranged

to form a six-pointed

star pattern with a lattice

of lotus bloom:s.

Fig. 131

View of panel

on the interior wall.

Narrow floral border on
recessed wall, cusped ogival
medallions and arabesques.

Fig. 132

Dado on exterior wall (restored).
The pattern in this revetment is
the reverse of the internal dado
i.e. hexagonal tiles have blue
backgrounds and the triangular
ones are white. Border has
inverted lotus fleurons.
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Fig. 137

panels on either side of the entrance and
the recessed arches have floral arabesques
encircling oval medallions, but the squinches
appear to have lost their embellishments. The
exterior and inner walls have similar tiles and
the dome is thought to have been located
below a second, outer dome. The refinement
and overarching plan of adornment suggest a
monument of great ebullience. Unfortunately,
the lacklustre restoration of the mausoleum
does not do justice to the resting place of the
last of the Tarkhans.

Tomb of Dewan Shurfa Khan (Fig. 133)

The tomb of Dewan Shurfa Khan, minister
to Nawab Amir Khan, a Mughal governor of
Sindh, is reported to have been constructed
in 1638 CE. The mausoleum is located in the
centre of a bricked wall enclosure. Along
the western wall is a central domed iwan
with a mihrab and four recessed rectangular
frames on either side (Fig. 134). A glazed frieze
with a geometric stepped square pattern runs
continuously over the peshtak. The rectangular
frames contain arched panels bedecked in
glazed tiles in similar stepped arrangements,
Floral arabesque patterns in turquoise blue
decorate the spandrels, and while some
of these decorations are still in place, the
tile work on the peshtak is entirely missing.
The soffits, the frame of the mihrab and the
interior all have bold glazed geometric motifs

Fig. 133

Aerial view, mausoleum of
Dewan Shurfa Khan,

Makli. 1638 CE.

Peshtak on western side of
the enclosure.

Fig. 134

Facade of mausoleum.
Enclosure wall has
rectangular panels with
recessed blind arches.
Geometric patterns in the
bannai technique are seen
on the mihrab and peshtak

Fig. 135

View of mausoleum. Square
brick tomb with glazed
turquoise brick clad dome on
a high drum.

Fig. 136

View of cupola (interior).
Concentric zigzag pattern in
glazed white and turquoise
tiles with red brick and a
central boss.

Fig. 137

Finely carved stone graves,
interior of the Dewan Shurfa
Khan mausoleum.
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Fig. 138

View of Shah Jahan Mosque,
Thatta. 1644 ~ 1647 CE.

The central portal leads to a
domed chamber (restored).

Fig. 139

Inner courtyard, Shah Jahan
Mosque, with a decorated
peshtak.

Fig. 140

View of an arched colonnade;
tile decoration on spandrels,
soffits and a series of brick
arches. Colonnades link the
wings of the mosque.
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reminiscent of Timurid tile revetments on the
Bibi Khanum Mosque.

The main tomb is a square structure with an
onion shaped dome covered in turquoise
bricks in the Persian style (Fig 135). It has
circular projecting towers at its four corners,
the only such example in Pakistan. Two
opposing sides have high archways with
recessed rectangular frames and horizontal
panels above, now devoid of their epigraphy.
The few tile revetments remaining on the
spandrels of the external arch suggest that
the glazed white on turquoise tiles were
decorated in arabesques of twirling stems
and flowers around blue medallions, The
inner archways have arabesques on their
spandrels. The south wall opening has a
turquoise lattice surrounding a carved stone
door frame. The ceiling of the dome has
a radiating chevron pattern (Fig. 136), the
spandrels on the inner aspécts of the arches
have glazed turquoise tiles while the walls
of the mausoleum and the western wall of
the enclosure are adorned in rubbed brick
with turquoise glazed pointing in the joints.
Most of the tile work is missing. The stone
cenotaphs on graves inside are intricately
carved with Qur‘anic inscriptions, scrolling
vines and floral designs (Fig. 137).

The Shah Jahan Mosque (Fig. 138).

The Jam'i Masjid or the Shah Jahan Mosque
in Thatta is an artisan’s dream. The-mosque is
situated at the western end of an enormous
guadrangle (Fig. 139) with an arched entrance
on the eastern aspect opening into long
colonnades that connect the north and
south wings (Fig. 140). The mosque has an
astonishing ninety minor and three principal
domes. Begun in 1644 CE and completed
by 1647 CE it was a gift from Shah Jahan,
commemorating an earlier visit to Thatta, when
he reportedly prayed in the Dabgir mosque.
Several restorations have been recorded since
1692 CE,, to the most recent from 2000-2008.

The Jam'i Mosque conforms to the alluring

“decorative style of the Dabgir mosque with

extensive use of brick and glittering tile
ornamentation. Its architecture draws on
Timurid structures in Bukhara and Safavid
monuments. The domed entrance chamber
is decorated with tightly dovetailed and
intricately patterned dados of glazed tiles
(Fig. 141) that are not usually seen in the
Central Asian styles of embellishment. The
central high dome of the prayer chamber (Figs.
74 and 142), is eclipsed by its high peshtak or
vaulted entrance reflecting the Timurid style.
The low domes over the iwan on the western
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Fig. 141

Interior of portal.

Walls clad in glazed tiles,
central dome with squinches,
interlacing arches and dados
in an unparalleled variety of
motifs and technigues.

Fig. 142

Cupola of entrance portal.
Dazzling display of glazed
tiles in differing patterns lends
the look of a starry sky to the
interior of the dome.

Fig. 143

View of one of the cupolas,
dome on squinches with
stellar patterns in the

tile mosaic and bannai
techniques.
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Fig. 143

side are three bays deep (Figs. 143 and 144).
The interiors of the small domes are adorned
with glazed central rosettes whilst the larger
domes are entirely inlaid with glazed tiles set
in brick, in concentric circles of blue, white and
yellow. By virtue of their configuration, the tiled
circles unfurl like petals of flowers surrounded
by white stars on a blue ground. Each dome
is akin to a starry sky within which radiates a
sun; interlacing arches and squinches offering
up a kaleidoscope of stars and flowers. The
other domes have squinches with stalactites
or mugarnas outlined in white bands (Figs.
145 and 146), their small interlacing arch forms
decorated with bright blue and white flowers.
The western fagade has a tall magsura or space
in front of the mihrab and all the domes have

squinches and muqarnas (Figs. 147 and 148).

The mosque has spectacular tile work,
(Figs.149-152),a series of red bricklateral arches,
ornate facades, a stunning mihrab chamber
with exquisite glazed tiles and mugarnas in
a range of patterns provide testimony to the
skills of local artisans. The motifs all appear to
rely on the division of a circle into equal parts to
create stellar shapes in varying shades of blue.
The influence of the mosaic technique on tile
work is pronounced in the domes containing
the star motif (Fig. 153). The depiction of a

starry sky around the sun may well be rooted’

in cosmological principles generally adopted
by Islamic patterns. The varied technigues and
shapes of tiles: triangular, square, rectangular

|
|



and hexagonal, reference design formats on
mosques in Samargand, Bukhara and Herat.

The mausoleum of Qalander Lal Shahbaz
(d. 1274 CE) at Sehwan Sharif was a milestone
in the tale of the tile, a product of the fruitful
exchange of artistic traditions between Persia
and the lower Indus Valley (Figs. 154 and 155).
The monument, first built by governor Malik
Ikhtiyaruddin in 1356 CE was rebuilt by Mirza
Jani Beg with further additions by his son,
Mirza Ghazi Beg. Records confirm the use of
glazed tiles as revetments by the governor
Dindar Khan, 1639 CE. The dome collapsed in
1995 and a new structure with poor quality tile
work is currently under construction.

Kalhora and Talpur tombs

The monuments of the Kalhora and Talpur eras
located in Khudabad, Hyderabad, Bhitshah,
Hala, Nasarpur, Sehwan Sharif, Kamarro
Sharif and Daraza, Sukkur and Larkana, most
particularly those of Mir Masum Shah, Shah
Khairuddin and Mir Abdul Baqi Puraniin Sukkur
are examples of the close affinities that existed
between the tile making traditions of Sindh,
Multan and Persia.
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Fig. 144 l
Ceiling of a side dome. '

Fig. 145

View of vault. Mosaic

tile work on squinches 2
ornamented with mugarnas.
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Fig. 146

Dome and squinches.
Boid floral and stellar
patterns, squinches
outlined with brick
pointing in white. Floral
motif based on a ten-
pointed star.

Fig. 147
vView of soffit and dome
of peshtak.

Fig. 148

panel (detail). Depiction
of a starry sky in bannai
technique, here the motif
is based on eight and
twelve pointed stars.

926

The Kalhoras and the Talpur Amirs ruled Sindh
after the Arghuns. Mian Yar Muhammad
Kalhoro was appointed as the Governor of Sibi
in c. 1714 CE by the Mughal Prince Muiz ud din
to safeguard their interests in Afghanistan. The
Kalhoras were great builders and during their
two hundred year rule, founded nuMeETouUs
towns and structures, The size of their buildings
reflects their fondness for huge sumptuously
decorated buildings. No serious attempt
has been made to study their architectural

heritage.

pottinger writes: The houses (in Thatta) are built

on a plan that | have never met in any other
country, as the walls are made hollow by small
pieces of sticks being nailed across each other
from the outer edges of small frame of wood. ..
on which is a solid wall. Some of these buildings
erected on the principle are three to four storeys
high with flat heavy roofs, which is a proof that
they are strongly built

The Kalhoras and the Talpurs remained under
pressure from Persian and Afghan dynasties
and paid tribute.

The Khudabad mosque (Figs. 158 and 159),
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the Hyderabad fort, mausoleum of Shah Abdul
Latif and other Kalhora monuments (Figs. 160-
165), have distinct characteristics;, some of
which were adopted by their successors, the
Talpurs. The Kalhora and Talpur monuments
have distinctive styles, whilst relying on the
geometric and arabesque common to most
Islamic decorative tile traditions. The Kalhoras
adopted the underglaze tile mosaic with
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shades of blue and white with large medallions.
The Talpur style had more colour and mosaic
representation, yellow, brown, green and blue.
The pre Kalhora monuments were usually
devoid of parapets and corner spires, here
we find parapets, corner spires and kiosks.
The Kalhora monuments appear to be multi-
storeyed with monumental gates, large open
areas contained within their enclosures,
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Fig. 155
Panel (now replaced) mausoleum
of Lal Shahbaz Qalander.

Fig. 156
Devotee in the courtyard of Lal
Shahbaz Qalander’s mausoleum.

Fig. 157

Central panel (detail), mausoleum
of Mian Yar Mohammad Kalhoro,
Dadu. c. early 18" century CE.

The facade with high recessed
archways is divided into a number
of vertical panels with underglaze
tiles. A square panel above the
door is uniquely ornamented with
a sunflower medallion made up
of over 200 smali tiles. Considered
a remarkably perfect piece by
Cousens who compares it to the
great rose windows in

Gothic work.

Fig. 158
View of iwan, Khudabad Mosque,
Dadu. c. 1701-1718 CE.

Panels of rectangular bands
arranged in the reyza technique
flank the central arch. Recessed
alcoves of the central arch are
decorated in monochrome
geometric patterns.

Fig. 159

Panel, Khudabad mosque.
Eight-pointed star motif in
monochrome mosaic; interlacing
arabesque design with medallions
in underglaze faience on
spandrels.
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Fig. 160

Niche, tomb of Mian
Ghulam Nabi Kalhoro,
Hyderabad, 1776 CE.
Mosaic of small star-shaped
tiles in ochre, yellow,
turquoise and white within
the arch. Spandrels have

a variant of a Timurid
arabesque pattern of
tendrils and lotus blossoms
in underglaze square tiles.

Fig. 161

Doorway (detail), tomb

of Mian Ghulam Nabi
Kalhoro, Hyderabad, 1776
CE. Arabesque pattern

on spandrels distinctive

of Kalhora monuments,
similar to that seen on the
monument of Baha al Halim
in Uchh.

Figs. 162-165

Tiled panels from the tomb
of Mian Ghulam Shah
Kalhoro, Hyderabad, c. late
18" century.

Fig. 161
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Fig. 166

Postcard (reprint), tombs

of the Amirs of Sindh,
Hyderabad. A. Hajee Doosul
and Sons, Karachi.

¢. mid 20™ century CE.

A hemispherical dome, vault
and a flat roof were adopted
by the Amirs.

Fig. 167

Tomb of Mir Karam Al
Talpur, Hyderabad.1812 CE.
One of the four Amirs who
jointly ruled Sindh, referred
to as the Chauyari.

Fig. 168

Entrance, tomb of Mir
Muhammad Khan Talpur,
Hyderbad.

c. mid 19* century CE.

A radiating star pattern
surrounded by tiles in
brown, ochre and blue over
the arch. Rectangular bands
flanking the door, spandrels
have geometric panels in tile
mosaic, a style favoured by
the Amirs of Sindh.

Figs. 169-172

Panels, Talpur tombs,
Hyderabad.

c. late 18"-19th century CE.
Arches contained within
brick borders. Evident
similarities with Persian,
Mughal and late Kalhora tile
patterns.
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Fig. 169
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Fig. 171

Fig. 172
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Fig. 173

View of entrance, tomb of
Mir Muhammad Naseer Khan
Talpur, Hyderabad.

c. mid 19™ century CE.

Fig. 174

Lunette (detail). This
interlocking geometric
pattern is distinctive to the Mir
monuments.

Fig. 175

Spandrel (detail) on the
southern aspect has an
arabesque scrolling vine
pattern. The ground is filled
with white flower blossoms.

Fig. 176

Zenana of Talpur Amirs,
Hyderabad. Horizontal row of
arched and rectangular panels
of underglaze blue, white

and yellow tiles over a carved
stone dado decorate the tajar
or vault.

108

Fig. 173

heavy domes surmounted by lanterns which
appear to reflect Afghan influence from
earlier monuments in India (Fig. 99). The
exterior facade has ceramic revetments in
broad recessed horizontal and vertical panels
around the entrances, while the walls have
recessed blind rectangular panels in rows
one upon the other. The ceramic adornment
is based on local adaptations of intermixed
Persian, Turkish, Afghan and Mughal
influence. The surfaces are decorated in floral
patterns in geometric shapes in underglaze

square tiles and mosaic tiles embedded in
mortar. Here the hues of blue are enhanced
by tones of green, brown, yellow, turquoise
and cobalt.

The glazed ornamentation -reveals an
un-conventional treatment. The rectangular
panels have plants with lilies, lancealate leaves,
sprouting flowers and birds. Cousens has
described the Talpur monuments in detail.
They are depicted here in all their splendour
(Figs. 100, 166-176).




Fig. 174

Fig. 176
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Fig. 177
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Fig. 178

Fig. 177

View of dome and parapet,
mausoleum of Sufi poet Shah
Abdul Latif, Bhitshah, Matiari.
c. late 18" century CE.

Built by Ghulam Shah Kalhoro,
this monument is an amalgam
of both Sindh and Multan
decorative styles.

Fig. 178

View of the mausoleum of
Shah Abdul Latif, Bhitshah
(restored).

Fig. 179

Dado {detail), Pattern of
twelve-petalled flowers
in interlinked hexagons
(restored).
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Fig. 180

Mausoleum of Sufi poet
Sachal Sarmast, Daraza,
Khairpur. c. 19" century CE
(restored).

Clad in an underglaze
haftrang style, the ribbed

i %:f 1 ) i dome with a finial rests on
_””g_,m,w”,aﬁnmmg,&ﬁ_m, . 5 e sunkey : A iy an octagonal drum, turrets
’ *'-"-'—_-——-—*«-“'— are clad in tiles with relief.

Jharokas flank the entrance,
lantern-shaped merlons on
the parapet are a particular
feature of mid 19" century
ceramic ornamentation

in Sindh.

Fig. 181

Mausoleum of Sachal
Sarmast (detail).

Divided into compartments,
panels in a rich colour
palette, have underglaze
tile revetments in refief and
mosaics.
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Fig. 186

Fig. 182

Tile panels located near the
doorway. Geometric and

floral patterns, stylised yellow
rosettes in relief and repeating
eight-pointed star motifs.on
panels and pillarettes.

Fig. 183

Canopy, ornamentation on the
facade, rectangular niche with
a cusped overhang, flanked
by brilliant yellow brown and
turquoise pillarettes.

Fig. 184

Canopy, decoration on the
fagade, ornamental overhang
on rectangular panef of
underglaze blue and white tiles
in a scrolling vine pattern and
floral blooms.

. Fig. 185

Tomb and minaret of

Mir Muhammad Masoom
Shah, Governor of Sindh under
Emperor Akbar, Sukkur.1594
CE. Overlooking the river

Indus and Bhakkar fort, this
impressive red brick octagonal
tomb appears three tiered with
a band of glazed tiles running
around the first tier parapet.
Jharokas sparingly decorated
with stone tracery and
underglaze tiles (restored).

Fig. 186

View of the Abul Qasim
Nambkeen graveyard, Rohri.

c. early 17 century.

Also known as Sathian

Jo Aastan, mentioned in
Akbarnama as Koh Haft
Dukhtar, i.e. dwelling place of
seven sisters. The enclosure of
the graveyard has small
decorated minarets, the most
prominent grave is that of Abul
Qasim Namkeen.
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Fig. 187

Niche (detail) Abul Qasim Namkeen
graveyard. Geometric interlacing
pattern of stars and hexagons in
underglaze and tile mosaic.

Fig. 188

View from a flight of steps overlooking
the river Indus. The entire pathway
appears to have been decorated with
underglaze tile revetments,

Fig. 189

Tomb of Pir Mohammad Ashraf
Quiraishi, Kamarro Sharif, Tando Allahyar.
1917 CE.

Fine example of underglaze tile work

in southern Sindh combining haftrang
elements from Multan and Sindh.
Profusely embellished dome, the edifice
is divided into compartments composed
of horizontal and vertical bands,
calligraphic panels, relief work and
slender corner turrets or pinnacles.

Fig. 190 .

Horizontal and vertical borders frame
beautiful panels; Persian calligraphy

in naskhi script in white on blue
underglaze. Recessed arch with floral
and geometric patterns in brown, green,
blue and white in underglaze tiles and
tile mosaic.
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Fig. 191

Facade, Pir Mohammad Ashraf
Quiraishi mosque, Kamarro Sharif,
Tando Allahyar. Compartments

with floral borders, floral bouquets
and cartouches with epigraphic
inscriptions. A row of yellow moulded
and glazed terracotta merlons on
the parapet with a series of crowned
panels and pillarettes above. Work of
artisans from Multan and Nasarpur.

Fig. 192

Blind arcade. Profusely decorated
with mugarnas inscribed with
Allah, Muhammad, Fatima and the
four caliphs of Islam. Rectangular
cartouches above alcove have
Arabic and Persian inscriptions,
leaf scrolls, arabesques and floral
patterns.

Fig. 193

Blind arcade, Sadozai mosque, Multan,
¢. 19" century CE. Stylistic similarities
with the Kamarro mosque appear to be
influenced by 18" century baroque.
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Fig. 197

Fig. 198

Fig. 194

Facade of Nasarpur Mosque,
Nasarpur, Matiari.

mid 20™ century CE.
Recently restored in a style
similar to the mausoleum
Sachal Sarmast

Fig. 195

Rectangular panel over dado
encloses a cusped blind arch
with stellar patterns similar to
the Dabgir and Shah Jahan
mosques

Fig. 196

Mosque in Nasarpur, Tando
Allahyar, Matiari. 2005.

The facade has floral patterns in
fresco, the floor is of underglaze
ceramic tiles

Fig. 197

Tomb of Bibi Gilani, Gilani
graveyard, Kamarro Sharif.
c. early 20" century CE.
Crown-shaped parapet
with series of fleurons.

Fig. 198

Mausoleum of Makhdoom
Bilawal, Dadu, c. 16" century CE
Tile clad fagade with painted
hemispherical dome, horizontal
and vertical bands, recessed
arches set within horizontal
panels on the sides. Mosque in
foreground has ribbed domes
with glazed lotus palmettes at
their bases (restored).
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Multan

History

The origins of Multan are lost in the mists
of time, but throughout antiquity, the city,
in its myriad appellations, maintained its
pre-eminence in the region. It was part of
the Achaemenid empire and developed as
an important centre for sun worship; one
of its first names is reported to have been
Kasya-papura or Kasyapur. The Chinese
pilgrim Hiuen Tsang, who visited Multan in
641 CE refers to it as Mulosanpola or
Mulasthanpura, the city where the image of
the sun god was cast in gold and adorned with
precious stones. In historical records, Multan
extended along the river Indus from Kalabagh
down to the Arabian Sea. It has also been
referred to as the Omphalos, or navel of the
Hindu world, the Bait al Zahab of the Arabs
and the Dar ul Oman of the Mughals. In 671 CE
it was taken over by Chach, the ruler of Sindh
and made the capital of one of the provinces of

his Hindu kingdom. Over the centuries, Multan
remained an integral part of Sindh, either as its
capital or as one of its provinces. From 700 —
900 CE it came under the direct control of the
Ummayads of Baghdad and from 972-1206 CE
it was the capital city of the Qarmathians.

In the wake of Mongol ravages in Central Asia
and Persia, Multan served as an important
sanctuary where the Suhrawardiya Sufi leaders
acquired immense spiritual and political
authority. Under Ismaili control, many Ismaili
preachers (dais) settled in the neighbouring
areas of Multan. Pir Shams Sabzwari, the first
Ismaili dai who is buried in the city lived
in Multan between the second half of the
12" century and the first quarter of the 13
century. He is reputed to have created a new
religious sect in Kashmir, the Shamsiyah; and
to have propagated lsmaili'ism through poetic
compositions known as ginaans along with
a number of other literary works. Under the
rule of subsequent Ismaili dynasties, Multan
evolved as a centre for the preaching and

Fig. 199

Panel above door

mausoleum of Shah Rukn e Alam
<. mid 17th century

Tile embellishments in
underglaze.

Fig. 200

View of tomb of

Hazrat Khwaja Sulaiman Taunsvi
(d. 1850) Taunsa, Dera Ghazi Khan.
1855 CE.

Ribbed dome surmounting
profusely decorated base,
underglaze tiles with geometric
and floral patterns. Identical
styles found in Sindh in early 19
century monuments.
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Fig. 201

Line drawings of funerary
structures, Muftan and
Uchh.

Above left:
Baha al din Zakariya, Multan.

Above right:
Shah Rukn e Alam, Muitan.

Below left:
Tahir Khan Nahar, Sitpur.

Below right:
Bibi Jawindi, Uchh.

Figs. 202-204
Lithographs of Multan
mausolea reproduced from
Mooltan:

A Series of Sketches During and
After the Seige by John Dunlop
M.D. Assistant Surgeon of
H.M.’s 32" regiment. c. 1848 CE
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propagation of the Ismaili dogma or dawa. By
this time, it had become an important focus for
the Suhrawardiya Sufi order led by Shaikh Baha
al din Zakariya (1171-1262 CE) who had strong
connections with Khwarizm, from where his
disciples migrated to Multan, Uchh and other
settlements in Sindh.

The Muizzi governor Nasir al din Qabacha
(1206-1228 CE) declared independence from
Delhi and for the next two decades ruled the
area of Multan and Uchh, extending up to
Lahore. Qabacha, a patron of the arts and letters,
encouraged the influx of deposed chieftains,
historians, craftsmen and prominent literati
from Central Asia and neighbouring areas.
He was ousted by Iltutmish in 1228 CE and
Multan now became a province of the Turkish
Sultanate. In 1270 CE Muhammad Sultan, the
governor of Multan and Lahore received Amir
Khusrau,® Amir Hasan and Usman Marwandi
(later known as Qalander Lal Shahbaz) at his

court. The presence of important spiritual
leaders in the area promoted discursive
exchange enhancing bonds of brotherhood
within the local population and facilitated the
adoption and assimilation of a new vocabulary
into the arts and architecture of Multan.

Multan passed on to the Khiljis when Jalal al
din Firuz Shah Khilji (1288 CE) became the
Governor of Multan. In 1290 he seized Delhi
and appointed his son Arkali Khan as governor
of Multan, Uchh and Lahore. Multan was
subjected to recurring onslaughts of Central
Asian hordes during the 13" and 14" centuries
until in 1443 CE when its people elected
Shaikh Muhammad Yusuf, a great grandson
of Shaikh Baha al din Zakariya as governor,
thereby announcing their independence from
the Delhi Sultanate. By 1437 CE Yusuf had lost
power to his father in law Rai Sahra Langah
who assumed the title of Qutubuddin Langah.®
However, Langah rule was shortlived and




Fig. 204
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Fig. 205

Mausoleum of

Baha al din Zakariya,
Multan 1267 CE (restored)

Fig. 206

Facade (detail),

Brick and tile
ornamentation in the
bannai technique.

Fig. 207

Entrance to the vestibule.
Underglaze arabesque
patterns on the spandrels
of the cusped arch.
Qur'anic inscriptions on
panel above

Fig. 205

came to an end when the Arghun army from
Afghanistan entered the city in 1527 CE. The
Arghun governor Shamsuddin was expelled
within a year and in 1528 CE Zahiruddin
Babar appointed Langar Khan as its governor.
Multan was eventually absorbed into the
Mughal empire in 1554 CE by Muhammad
Quli Khan Barlas, Humayun'’s trusted governor.
The Mughal rule ensured a long period of
stability and Multan became a province of
South Western Punjab, which often included
Sindh. Multan became an important trading
centre between the Mughal and the Persian
empire. In about 1554, Sidi Al Reis, a Turkish
sailor who passed through Multan en route to
Lahore has noted:

In the beginning of Ramazan we came to the
river Kara, or Kere, which we crossed by a raft. The

people of Sindh gave us permission to proceed ds
far as the Machrara and the river was crossed by
boats. On the other side we found Jats awaiting
us, but our fire-arms frightened them and they
did not attack. We advanced unmolested and
reached the town of Multan on the 15" of
Ramazan. In Multan, | only visited the graves of
the Sheikhs, Bahauddin Zakariya, Ruknuddin and
Sadruddin....we proceeded towards Lahore”

According to the Multan District Gazetteer,

the Kara river was most likely to be
the Ghara or Sutlej and the Machara, the
Beas.” Multan thrived as a crucible of differing
faiths: Zoroastrian, Hindu, Judaeo-Christian,
Buddhist, Sikh and Muslim. Its social and
cultural traditions bore the stamp of different
groups who settled here. Not much evidence
of Multan’s architectural heritage is available
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Figs. 208 - 209

Entrance to the vestibule.
Lotus leaf shaped merlons
on parapet common to
Multan, Uchh and Sindh echo
antefixes with palmettes
found on roofs in Graeco-
Bactrian architecture as early
as the 3rd century BCE.
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Fig. 208

prior to the 11" century, however a distinctive
style of funerary architecture appears to have
evolved from the 13* century onwards. It was a
hybrid form best described as a Hindu Islamic
style, consisting of brick structures decorated
with glazed brick and tile cladding that drew
on Karkhanid, Ghaznavid, Seljuk, llkhanid and
Timurid schools of ornamentation.

Structures that preceded the evolution of tile

decoration in Multan include the tomb of |

Khalid Walid Kabirwala. Built in the late 12*
century and considered to be the earliest
known funerary monument of Multan, it drew
on Ghaznavid brick architecture melded with
Buddhist elements. The monument is based
on a rectangular plan, the tomb being square
with an octagonal drum and an ambulatory
gallery. It is embellished with cut brick panels
and terracotta friezes with geometric motifs in

,‘—" LEO‘ f&‘(!!;;i

the Central Asian style. The mihrab is within an
elaborate arched recess in the middle of the
outer wall and has cut brick Arabic inscription
in foliate kufic script.

The Shah Gardez memorial at Adam Wahan
in Bahawalpur, built a little later than that of
Kabirwala, is a three tiered structure built of
sun-dried and baked brick.

Traditional Multani structures shared an
architectural style that can be summarized
in four main elements (Fig. 201). Firstly,
the structures appear, to be constructed
externally on three storeys as in the Central
Asian models. The ground level included a
principal chamber containing a grave, the
next level was a transition space with a
circumambulatory gallery on the exterior
and the uppermost level was of a drum
supporting a hemispherical dome. Secondly,

EEE

S
i

32

5

22

PRIRERIE:

23

25

2020

2




-'=z
kg:.. .nu - ' .:.

=
5 4
' , N
.I -\.'
3
:
'

. "
[ ] /
11 1

‘

. :'; “'7‘5‘,-., i{;w‘
:r\ﬁ "'?t‘%';.

:

Eage
% .:.

“‘!—-

— e ———

=3
-
-

;E'

-
“..-.-_l-

-i:-lln

'.-
Aund
.
)



Fig. 2138




R o




Fig. 215

Dome, drum and parapet
(detail) Lower level parapet
shows alternating inverted
lotus fleurons in relief
inscribed with Ya Allah, Ya
Muhammad.

Fig. 216
Parapet, turret and drum
(detail). Dome has glazed
green tiles fastened with
nails in the centre. Two
bands on the base, one with
pomegranate forms and the
other with lotus palmettes.

Fig. 217

Dome (detail).

Tomb of Imamzadeh Yahya
(nephew of Imam Reza)
Semnan, Iran. c. 14th century
CE. Turquoise tiles are fixed on
dome with nails at the corners
(restored)...
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Fig. 216

early tile work of Thatta, a palette of dark
blue, light blue, turquoise and white. In the
Multani tradition, the principal patterns are in
relief, sometimes as much as. three quarters
of an inch above the background, creating
interplays of light and shadow. Invariably,
monochrome relief work consists of individual
tiles shaped and set in series, as for example
on the Baha al din Zakariya and Shah Rukn

Ry ¢
AV ST SN

& Alam monuments. Generally, continuing
patterns run along panels, friezes, borders
and bands made up of uniformly. shaped
tiles. Motifs are painted on these tiles -prior
to firing and they are then placed alongside
one anotherin order to complete the pattern.
Contrary to the emphasis -faid in Sindh on
floral motifs -and foliage with -arabesques,
the unique feature of the Multan schoal is



the frequent use of geometry, principally
hexagons and polygons and their harmonious
interplay on glazed tiles.

The motifs and patterns on structures in
Multan are customarily geometric variations
on a diamond or star within a hexagonal
outline; interlocking lines, squares, and
arabesques; or plant forms including spiralling
tendrils, leaves, buds and flowers; along with
frescoes painted in geometric and floral motifs.
Calligraphic inscriptions of kufic, nagsh and
nastalig in cobalt blue and white complete
the repertoire. Unlike monuments in Central
Asia and Persia, architectural ornamentation
in the Punjab and Sindh does not include
stucco, but lime plaster is generally used as a
building material. Most of these monuments
were almost entirely destroyed in 1848 CE
by British military bombardment while the
city was under siege. All of them have been
restored (Figs. 202 - 204). We also need to
bear in mind that the early monuments could
initially have been made of clay bricks and later
adapted for embellishment.

Tomb of Shaikh Baha al din Zakariya
(Fig 205).

The mausoleum of Shaikh Baha al din
Zakariya (1262 CE) is the first pre-Mughal

tiled mausoleum built in Multan. He is
thought to have been buried in the tomb he
commissioned for himself. The 17" century
traveller Manucci refers to the tomb's dome,
tiled in blue. The present structure, restored
to conform to the original by Makhdoom
Shah Mehmood, probably dates to the late
19" century, as indicated by several encaustic
inscriptions that mention restoration in 1904
CE. A panel of glazed tiles in a diaper or
diamond form at the entrance of the tomb
is the earliest example of the use of faience
in the region. The square brick tomb has two
entrances, one on the east and the other
on the west with a row of enclosures or
hujras. Tall cylindrical turrets at the corners of
the lower level give the tomb an imposing
appearance.

The mausoleum is on three levels, the lower
level is square in form and is sparingly
decorated with glazed tiles. On the next level,
a bridging zone with squinches and arched
corner recesses resting on brick projections
transform the square into an octagon,
a series of squinches and panels serve to
accommodate the base of a hemispherical
dome. Geometric tile patterns, relief brickwork
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Fig.218
Mausoleum of Shah Rukn e Alam,
Multan. 1335 CE (restored)

Fig. 219
Mausoleum of Shah Rukn e Alam,
Engraving from photograph by
Captain Robert Hickory published
in the Hllustrated London News 5th
December 1863 (Repr.)

Fig. 220
Doorway. Architrave in bannai
technique, brickwork in relief
has interstices filled in with
monochrome turquoise tiles.

Fig. 221
View from the courtyard,

mausoleum of Shah Rukn e Alam.

Sloping walls show diversity of
brick ornamentation including
brick on angle, string courses,
carved brick and faience mosaic
on both levels,

Fig. 222
View showing three levels.

An octagonal first level, a second
level with architraves decorated
in rectangular bands, arches and
tapering pinnacies. The third

is a hemispherical dome with

its drum. The mosque in the
foreground is a later addition.
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Fig. 219

with sunken glazed tiles (Fig. 206), a stunning
carved wooden door and wooden panelsin a
honeycomb pattern, endow this monument
with outstanding simplicity and elegance, A
panel on the eastern entrance of the tomb
is composed of glazed tiles patterned with
interwoven meanders  that Create a kufic
inscription echoing those seen on Seljug and
llkhanid structures (Figs. 207 - 213).

Mausoleum of Pir Shams Sabzwari (Fig. 214).
The mausoleum of the celebrated missionary
or dawa Pir Shams Sabzwari || (1165-1276
CE) is situated on the outskirts of the city. It is
built on the same plan as the tomb of Shaikh
Baha al din Zakariya. Pir Shams Sabzwari, also
known as Shams Taprez (literally heat giving
sun), was born to Pir Salah al din at Sabzwar
in Afghanistan, and took it upon himself to
preach the Ismaili doctrine in Badakshan,
Kashmir and further south in Multan, Sindh
and Guijarat. He came to Uchh in 1201 CE and
travelled to Multan where he acquired a large
following. He died in 1276 CF and was buried
in Multan where his grandson, Pir Sadr al din
erected a grand mausoleum over his grave in

1329 CE. The mausoleum has been frequently
restored since 1779 CE when it was reportedly
rebuitt by its custodian or sajjadanashin, Sayyid
Mehr Ali.

The mausoleum stands in the centre of a
courtyard with a perimeter wall of brick
punctuated with recessed arched panels.
Its double arched vestibule is recessed and
decorated with square glazed tiles. The
structure is adorned with glazed tile panels of
different shapes and sizes within narrow brick
borders. The tiles on the entrance and the
ground floor depict twelve petalled flowers
within a circle, surrounded by twelve small
stars in white over cobalt blue. Vertical and
horizontal bands run along arched recesses
that are similarly decorated with tile panels,
while the central tablet has a composite
colophon or tughra of the Surg tkhlas® The
main recessed arch, housing a wooden door
frame, has three rows of glazed tiles above it,
tWo patterned with cypresses and one with
twigs and flowers. The parapet is adorned with
a crenellated border of glazed tiles adorned
with alternating lotus fleurons in relief and
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Fig. 223

Ornate brick and faience
mosaic above the entrance
(detail). Row of merlons of
alternating glazed blue and
white tiles in a chequer board
pattern. Cut brick pilasters on
blind parapet above ground
level architrave. Band at the
top of segments in cut brick
repeats the name of Allah.

Fig. 224

View of three levels.
Tapering buttresses and
parapet clad in brick and
monochrome tiles with blind
crenellations.

Fig. 225

Tapering buttresses on either
side of the entrance with bands
of carved brick, tile faced bricks
and wooden beams.
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Fig. 224

inscriptions of Ya Allah (Fig. 215). The wall
framing the entrance to the mausoleum has
two rectangular arches over a dado. Geometric

and floral decorative patterns have been

applied to them, the geometric patterns are
a complex juxtaposition of diamonds and
squares while the floral patterns are lush with
tendrils, foliage and lotus blooms.

The four aspects of the lower level have faience
mosaic revetments in a broad band, the
spandrels and arches are covered with glazed
tiles, as are the second and the third levels. The
rectangular frames on the walls of the second
levels are decorated with an Arabic inscription
on glazed tites. The frames on the second and
third levels have glazed perforated screens
within the arches. The interior of the dome
has an intricately painted medallion or shamsa.
The external surface of the dome is covered in
square green tiles, each held in position with a
central nail (Fig. 216) similar to the dome of the
14" century mausoleum of Imamzadah Yahya's
nephew, Imam Reza, at Semnan in Iran, where

the turquoise green tiles are affixed with nails
on their corners (Fig. 217).

Mausoleum of Shah Rukn e Alam (Fig. 218).
The mausoleum of Shah Rukn e Alam, (1251-
1335 CE) regarded as the earliest example of
an octagonal plan in the Indus valley, is the
culmination of the Multan style of funerary
architecture (Fig. 219). Shaikh Rukn ud din Rukn
e Alam, a Sufi mystic of the Suhrawardiya order
was the spiritual successor of his grandfather,
Shaikh Baha al din Zakariya. He succeeded
his father, Shaikh Sadr al din Muhammad
Arif, and maintained this office throughout
the Khilji and Tughlug periods. His centre
or khangah was a hub of spiritual discourse,
atfracting leaders from throughout the Islamic
world. Shah Rukn e Alam died in 1335 CE
and was buried in the mausoleum of Baha al
din Zakariya, but his coffin was subsequently
interred in the mausoleum believed to have
been constructed by Sultan Ghiyasuddin
Tughlug, a governor of Multan. According to
local belief, Shah Rukn e Alam commissioned
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Fig. 227

the mausoleum for himself but died before it
was completed and had to be buried in the
tomb of his grandfather. The mausoleum was
badly damaged in 1848 CE and had to be
rebuilt. )

Rukn e Alam'’s final resting place is built of
baked red brick embellished with cut and
moulded brick and wooden door frames,
(Figs. 220 and 221). Ahmed Nabi Khan® is
of the view that it was inspired by the near
contemporaneous tomb of the llkhanid
Sultan, Ulayjaytu Muhammad Khudabanda at
Sultaniyeh (1310 CE) and is predominantly
Persian in character. J. Burton-Page writes:

This building (Shah Rukn e Alam) seems to be
the immediate inspiration of the octagonal series
of tombs in Delhi....it was, successfully imitated,
although on a smaller scale, in two very fine tombs
in nearby Uchh, those of the teacher and the
daughter of the celebrated Jalaluddin Bukhari

John Marshall refers to five tombs founded
before 1526 and claims that no vestige of
these structures are left, two of these are so
extensively renovated as to be little more
than mere semblances of their former selves

(ie. Baha ul Hag and Pir Shamsuddin) Both
monuments were designed on the same plan
and consist of a square tomb chamber, with
walls battering on the outside, surmounted bya
lofty octagon and crowned by a hemispherical
dome. Concealed beneath modern plaster and
glazed tilework, it is not possible to determine
how much has been restored, but comparing
them with other tombs in the neighbourhood,
it can hardly be doubted that their present
form is substantially that of the originals and
that they represent an earlier stage than the
tomb of Shah Rukn e Alam in the development
of the local Multan style.

The tomb of Shah Rukn e Alam, the grandson of
Baha ul Haq which Ghiyasuddin Tughlug caused
to be built between the years 1320-1324, exhibits
a marked advance on its predecessors. ... Taken
all in all, indeed, this tomb of Rukn e Alam is one
of the most splendid memorials ever created
in honour of the dead.. ..The superb surface
decorations which distinguish  this building
have been widely renovated in the course of the
centuries.....Compared with the memorials of
the Sayyed and Lodi kings of Delhi....it must be
conceded that in the matter of surface ornament




and particularly the brilliant colour effects, the
tomb of Shah Rukn e Alam has the advantage.. ..
the difference between these monuments is the
difference largely between the Persian and the
Indian ideals. For despite the local character of
much of its craftsmanship the spirit underlying its
design is largely Persian. ...”

Rukn e Alam'’s tomb is a three-tiered octagonal
structure with an enormous hemispherical
dome (Fig. 222). The lower level has inwardly
inclining walls and semi-circular turrets at the
corners that end in cupolas and finials above a
parapet with blind crenellations (Fig. 223). The
second level, also octagonal, is set back from
the first in order to create an open ambulatory
gallery with turrets at its corners. Cupolas over
the turrets have finials of inverted lotuses,
infusing the entire structure with vertical
energy (Fig. 224). The facades are decorated
with plain brick, cut brick and tiles in an
ingenious interplay of angle-string courses,
friezes, frames, inset motifs, tile faced bricks,
panels, arched openings on each side and
battlements in the bannai technique (Figs. 225
and 226).

Frames on the upper level have broad tiled
borders and blind battlements clad in elegant
tiles with star motifs and interlacing arabesgques
(Figs. 227-232). The geometric patterns are
created by repeating stars, lozenges, swastika-
like crosses, meanders, isometric tessellations,
pentagons, hexagons and decagons. The
floral patterns are a medley of tendrils, scrolls,
rosettes, circles, medallions and shamsa (Figs.
233-246). The mock parapet on the fagade
girdling the circumference of the structure has
blind crenellations with elements in moulded
terracotta. The terracotta band is bordered by
tiles in relief, a fleuron frieze with inverted lotus
flowers in turquoise. A particular feature of the
tile cladding is the use of square or rectangular
tiles in series to create a repeating pattemn
with their juxtaposition. The ftiles reference
monuments in Kashan, Natanz and Tabriz.

The lower level has ten narrow and broad
horizontal bands, strings of cut and dressed
bricks, tile faced bricks and wooden beams that
run all around the structure. The adornment
underscores the traditional role of a band in
Islamic ornamentation as a link that visually
unites different points on the fagade. Barring
the western aspect which contains the mihrab,
the other fagades have rectangular framed
accesses with decorative elements. Their
frames have bands of glazed tiles on three
sides with pattems in high relief, the recessed

Fig. 226
Tile revetments on the second
level are profusely decorated
with cut brick, bannai and
faience mosaic. Richly
adorned architraves, frames
with broad panels, dressed
bricks, repeating motifs,
lozenges and merlons.

Fig. 227

View of architrave (detail).
Star shaped and hexagonal
faience mosaic tiles. Lozenges
with differently shaped glazed
components are located on
the side.

Fig. 228
Faienceé mosaic decoration on
spandrel (detail). Ornamental
band of architrave, brick
dentils and merlons with
arabesques and floral
patterns in high relief.
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Fig. 230

Figs. 229-232
Second level.
Decorative patterns in
faience mosaic (detail).

Fig. 233

First and second level
turrets. Cupola with .
turquoise finial on inverted
lotus base. Ground leve!
parapet has a row of brick
merlons in relief and glazed
foliate tendrils.

Fig. 231

Fig. 234

Boss or projecting circular
ornamentation of glazed
petal shaped tiles in relief.
The ground floor parapet is
seen in the foreground.

Fig. 235

Panel with geometric
pattern in faience mosaic
tiles.

Fig. 236

Decorated spandrels
clad with hexagonal
tiles arranged in a star
pattern, cut brick border
surmounted by dentils
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Fig. 246
Parapet on second level.
Blind merions of cut brick
in high relief are filted with
intricately carved kalima.
Row of palmettes and
diamonds in cut brick on
hemispherical drum.

Fig. 247
Wooden screen in
doorway.

152

ground filled with glazed tiles in blue. The
spandrels of the arch within the frame support
a diamond pattern of glazed and unglazed
bricks. The eastern entrance, set in the same
architectural format, has a frame in tile mosaic.
lts spandrels are decorated with square tiles
that have motifs in relief. The top of the
rectangular frame bears seven crenellations of
large and small diamonds, the larger diamond
depicting the name Allah in a bold suls script.
A band with an intricate geometric pattern in
faience mosaic runs below, around the entire
structure. The projecting parapet has blind
shield-shaped merlons with a brick tile border
in high relief and a cut brick series above.

The upper level is a superb expression of
variation on a single graphic theme, with a
juxtaposition of panels and bands. The panels
are generally recessed to break the monotony
of the brick surface, a decorative style developed
in early Iran. The surface ornamentation covers
the brick structure like a wall hanging and

imparts clarity and technical unity as seen
in Safavid architecture. All the sides of the
edifice have the same ornamental elements:
panels and arches contained by bands within
projecting rectangular frames. The frames have
been designed in a pattern of intersecting
polygons and hexagons, the interstices of
which are set with turquoise, cobalt blue and
white glazed tesserae, together with cut and
polished brick. The spandrels above the arches
and under the frame are embellished with a
series of star-shaped and hexagonal glazed
tiles. The parapet frieze above the frame is
filled with an intricate floral design of cut-brick
merlons. Rosette-shaped insets in turquoise
faience mosaic fill the spaces between the
frame and the corner of the octagon. Each
space contains five such insets, one above
the other, altemating lozenges and swastika
shapes In a series of square compartments. A
row of recessed merlons and a broad border
engraved in suls script adoms the parapet and
the recessed space bears the kaflima in relief on
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Fig. 248
Spandrel (detail).
Inscription in relief, Ya Allah.

Fig. 249

Panel over main doorway.
Rectangular glazed panel with a
lattice pattern of floral blooms
includes a Persian rendition of the
lotus, an unusual accent in the
monuments of Multan.

Fig. 250

View of tomb of Mohammad
Yusuf Gardezi (d. 1137), Multan.
Quadrangular flat-roofed
monument located in the centre
of a courtyard clad in underglaze
tiles in floral and geometric
patterns (restored).

Fig. 251

Central wall panel with
canopy, underglaze ceramic
ornamentation.

Fig. 252

Main entrance clad with
underglaze tiles, calligraphic
panels and merlons.

Fig. 253

Mausoleum of Suitan Ali Akbar,
Muitan, 1585 CE. Erected on the
same plan as Shah Rukn e Alam,
the turrets located on either side
of the entrance are octagonal
whilst the others are circular.

Fig. 254

Upper level (detail).

Tapering buttresses decorated in
glazed horizontal bands. Oblong
panels on octagonal walls in
underglaze ornamental tiles of
varying shapes.

Fig. 255

Niche on first level. Hexagonal
tiles in a star pattern. Radiating
sunburst pattern on spandrels,
decagons based on a star motif
adorn the architrave.
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Fig. 258

cut brick. Beneath this, a broad horizontal band
contains a row of glazed interlacing chevrons
and triangles offset by a series of inverted lotus-
shaped palmettes. The sides of the octagon are
crowned with cupolas ending in finials.

The hemispherical dome is augmented by a
broad frieze of glazed and unglazed cut brick

o A ATy

T
e ns o.o L ’1.- L) ‘\

circling the base further divided into upper
and lower registers. A row of turquoise glazed
tiles with palmettes, diamonds and embossed
flowers lines the upper section, while the lower
contains a row of merlons and alternating lotus
flowers in reverse. Glazed cobalt blue tiles in the
shape of eight- petalled white flowers fill the
spaces between the lotuses.

The interior of the mausoleum is decorated
sparsely with chiselled and glazed brick.
Beautiful carved panels of wood with Quranic
inscriptions in nashk script that enclose the
mihrab compensate for the somewhat austere
décor. Patterns in cut and glazed brick echo the
motifs on the exterior (Figs. 248 - 249).

Tomb of Abul Fazl Jamal al din Muhammed
Yusuf Gardezi (Fig. 250).

Of the flat roofed structures in Multan, the
rectangular tomb of the venerated saint Abul
Fazl Jamal al din Muhammad Yusuf Gardezi
ranks as the oldest mausoleum in the region.
Gardezi was a venerated saint, born at Gardez
in Iran who settled in Multan. According to
an inscription at the mausoleum, it was built
during the reign of Shah Islam Shah Suri in
1548 CE. Its facades are decorated with blue
and white glazed tiles in the Multani style
with floral and geometric configurations on
rectangular, square and border panels (Fig.
251). Below the parapet, glazed merlons on
a border enclose the inscription Allah in a
repeating calligraphic band (Fig. 252).

Fig. 256
Ornamentation on the facade.

Fig. 257

Revetments on first level

(detail). Fenestrations flanked by
octagonal buttresses.

Turrets on the second level and
a portion of hemispherical dome
with inverted fleurons.

Fig. 258

View of bastion (detail).
Horizontal bands of tiled
epigraphic friezes geometric
and floral patterns run around
the edifice. An inscription on
the uppermost band relates the
genealogy of Sultan Ali Akbar.
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Fig. 259

Faience revetments on upper
level (detail). Glazed horizontal
bands of star motifs,
cartouches, inverted fleurons,
an inscription of Ya Allah and a
genealogical band

Fig. 260

Faience revetments (detail),
underglaze tiles of different
shapes.

Fig. 261
Tomb of Sultan Ali Akbar's
mother, Multan, 16* century
CE. Square monument with
inclining walls and flat roof.
Lower half is covered with
glazed lime plaster and the
upper half is embellished
with glazed brick and tile
revetments (restored).
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Tomb of Sultan Ali Akbar (Fig. 253).

The tomb of Sultan Ali Akbar (1585 CE), located
in the district of Sura Miani, is often described
as a miniature version of the mausoleum of
Shah Rukn e Alam. It is elaborately clad in
faience work designed and executed in 1585
CE by Ibrahim and Rajab, sons of Musa Lahori,
a master craftsman from Lahore. Little is known
of Sultan Ali Akbar except that he was an
Ismaili dawa during Emperor Akbar's reign and
a great-grandson of Pir Shams Sabzwari.

The imposing edifice is octagonal inits ptan and
rests on a square three-tiered base embellished
with bricks and glazed tiles. It has impressive
faience revetments in square, oblong and
octagonal panels containing exquisite patterns
of stars, hexagons and octagons, fenestrated
niches with star-shaped tiles around a central
inscription in nashk and nastaliq scripts,
(Figs. 254 and 255). The monument has
perpendicular walls, strengthened by eight
buttresses that taper inwards ending in low
cupolas in the shape of inverted lotus petals
supporting finials (Fig. 256). The buttresses
flanking the main western entrance are also

octagonal in cross section and are decorated
with thirty one horizontal bands of brick and
tile combinations in the bannai technique. The
bands include calligraphic friezes, geometric
and floral pattermns and a frieze of inverted
lotus-shaped fleurons alternating in shades of
blue and white. Each of the towers is accented
with five bands of glazed tiles.

The facade at ground level is divided into
two oblong frames placed one above the
other in different formats on alternating walls.
One format has framed rectangular recessed
arches bordered in diamond-shaped faience
mosaic framed in brick, one above the other.
The other format has a large rectangular
frame below and an almost square one above
(Fig. 257). The east and west openings act
as entrances, while the remaining sides are
merely fenestrations with screened wooden
panels. Above these settings, a continuous
horizontal band runs around the structure
inscribed with genealogical details in white
on cobalt blue. The parapet has blind merlon
crenellations with Allah transcribed in white
on deep blue recesses. A projecting glazed
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Fig. 262

Facade (detail). Glazed tile
compartments with horizontal
and vertical bands in white,
shades of blue, yellow and
brown. A window in the
central panel is flanked by
two rectangular niches with
geometric and floral patterns.

Fig. 263
Tile pane! (detail).
Eight pointed star motifs.

Fig. 264

Tile panel (detail).

Sixteen pointed star motif in
blue, white and brown.

Fig. 265

Panel with rectangular
compartments, a blind
niche with brick and tile
ornamentation.
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Fig. 262

moulding runs around the edifice under the
merlons and cupolas (Fig. 258).

On the second level a border of flat narrow
bricks delineates edges of three oblong
recessed panels in the narrow ambulatory
gallery. The central panel is designed as
an arch in relief with a latticed window. Its
spandrels have floral patterns while the panels
on either side are decorated with geometric
configurations of twelve petalled rosettes
with interlacing hexagons. There is a frieze of
alternating cartouches and stars above the
three oblong panels. The parapet is defined
by a horizontal moulding, the turrets at the
corners of the structure rising above with
cupolas similar to those at ground level.
The second level supports the drum and a
hemispherical dome (Fig. 259). The base of
the dome is defined by a cavetto and a
crenellated frieze. The lime plastered dome
has an inverted lotus pinnacle. The interior of
the mausoleum is adorned with frescoes in a
lattice of floral, horizontal and vertical panels.

The tomb of Sultan Ali Akbar's mother
(Fig. 261), unusual because of its square shape,
inclining walls and flat roof is not far from this
mausoleum. The lower half of the structure is
entirely covered with glazed lime plaster. The
western aspect has a projecting rectangular
frame and a mihrab, and there is a small
rectangular entrance on the south. The upper




A .mnK A - A \ ru.,w

2Y;7
!.~‘.—b. |

i

Fig. 265



e Y

et e e A

&

o

: nw“w..m. ._ﬂumm.v

h, "222

L
Viatadl

slaTeld
L Y

ey

R

chy G *

S S e i PR

A

oades g L Sy

..m.I ,_._.. PmM.u ‘ dm»u
! :

AT

FRAT 5 Tty
w

SN EATES,
RS SR NS A e o gt BE SR




IEF A TR TR S

XA B

22222222
a : n\\:".t

i ea
-




Fig. 266

View of western enclosure,
Sawi Masjid, Multan.1590 CE.
A quadrangular courtyard
with peshtak and a niche in
its western wall. Qur'anic
inscriptions in thuluth

script, white on blue. The
internal walls have two
horizontal rows of rectangular
compartments divided by
bands of tiles and cartouches.

Fig. 267
View of exterior wall.

Fig. 268
Panel with central fretwork
and glazed dentils.

Fig. 269
Corner bastion (detail).
Broad bands of tile
revetments.

Fig. 270
View of Eidgah, Multan,
C. 1735 {restored).
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Fig. 271

Fig. 272

kashigars. The name of an artisan, Zakariya,
appears on the recessed arch over the mihrab,
and on the cenotaph of the main grave his
full name, Zakariya lbn Ustad Mohammad Valid
Jeeoun Multani.

The vestibule of the Sawi Masjid, that had an
arched entrance, now stands roofless, most
of its tile revetments missing. Two broad
recessed panels within flat brick frames
confaining Quranic verses in a bold suls
script grace the entrance, of which only a
few tiles now remain. The external facade
of the mosque and the internal walls are
covered in a series of oblong and rectangular
frames within brick borders (Fig. 267). The
frames contain arches with recessed borders,
niches with spandrels created with faience
revetments and brick arches. The frame
above the spandrels of the lower arches has



unglazed corrugated friezes, while the upper
arches have cobalt blue friezes. The walls of
the recessed blind niches within the arches
of these frames are embellished with faience
fretwork in geometric patterns while the
arches on the external wall contain variations
of stars, polygons and hexagons. On the
external wall, broad brick enclosures separate
the oblong frames, the interior registers are in
a rectangular format separated by cartouches
in nastalig script, white on blue tile revetments
(Fig. 266). Above this frieze, a moulding and a
second frieze run continuously along the walls.
The “spandrels have unusual compositions
with arabesques depicting chrysanthemums,
lotuses and spiralling tendrils, reflecting the

influence of Timurid design.

The upper part of the northern wall is missing.
The walls have palmette shaped merlons
created in relief with Ya Allah in glazed white
on blue. Two tapering circular bastions with
low cupolas are seen at the corners of the
western wall. They are decorated with bands
of tiles ina predominantly geometric motif
with cartouches containing Persian verses.
A glazed moulding divides the bastion in two
equal halves.

The iwan or vaulted arch in the centre of the
west wall is enclosed within‘a brick framework
with vertical panels of Quranicverses in nashk

Fig. 271

View of the Eidgah,

Walls are decorated with
underglaze tiles in recessed
compartments. Merlons on
parapet carry ninety nine
names of , one on each
merlon. Quranic inscriptions,
medallions and

floral decorations.

Fig. 272

Panels on exterior (detail).
Qur'anic inscriptions are
flanked by floral and
geometric patterns.

Fig. 273

Panels {detail).

Quranic inscriptions in white
on cobalt blue.

Fig. 274
View of central chamber with.
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unglazed corrugated friezes, while the upper
arches have cobalt blue friezes. The walls of
the recessed blind niches within the arches
of these frames are embellished with falence
fretwork in geometric patterns while the
arches on the external wall contain variations
of stars, ‘polygons and hexagons. On the
external wall, broad brick enclosures separate
the cblong frames, the interior registers are in
a rectangular format separated by cartouches
in nastaliq script, white on blue tile revetments
(Fig. 266). Above this frieze, a moulding and a
second frieze run continuously along the walls.
The spandrels have unusual compositions
with arabesques depicting chrysanthemums,
lotuses and spiralling tendrils, reflecting the

influence of Timurid design.

The upper part of the northern wall is missing.
The walls have palmette shaped merlons
created in relief with Ya Allah in glazed white
on blue. Two tapering circular bastions with
low cupolas are seen at the corners of the
western wall. They are decorated with bands
of tiles in-a predominantly geometric motif
with cartouches containing Persian verses.
A glazed moulding divides the bastion in two
equal <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>