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Tiles of the mihrab, the Mosque of Kairouan With some friends from Tunisia ‘With Mohamed Hachicha, the Mosque of Kairouan
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Tiles from the Mosque of Kairouan
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The Mosque of Maidan-i Sang, Pergamon Museum, photo: Markus Ritter
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The empty place of the mihrab, the Mosque of Maidan-i Sang, Kashan
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A drawing of the mihrab from the Mosque of Maidan-i Sang
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The reproduced pieces Pouring out the clay grout

Firing the body
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The Mihrab, after first firing
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Painting in luster glaze (claypaste)
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The reproduced mihrab
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In adoration of Kashan's tiles,

23x23 cm
Ceramic
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The Reexamination of history,
282x188 cm

Iron and ceramic
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The forgotten tiles,
92x161 cm

Tron and ceramic
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The mihrab at the beginning,

23%276 cm
Bronze and ceramic
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In memory of the mihrab's creator, Hassan Ibn ArabShah,
99%99 cm,
Iron and ceramic
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In adoration of Kashan's tile makers,
23%920 cm
Iron and ceramic
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The mihrab, the beauty of tile n0.29 ,
23x46 cm

Bronze and ceramic
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The mihrab, the beauty of tile no.37,
23x46 cm

Bronze and ceramic
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The mihrab, The new narrative,

115%69 cm
Bronze and ceramic
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Reminding the morning devotion,
18x54x58
Iron and ceramic
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Reminding the noon devotion,
i . 20%40x%80

Iron and ceramic
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Reminding the afternoon devotion,
20%x40%80
Iron and ceramic
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Reminding the night devotion,
20%40x80 cm

Iron and ceramic
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The light of the soul

Abbas Akbari, the Iranian contemporary artist, is looking unceasingly and with such
enthusiasm in the crypt of the ceramic world and its deep history. He»s the owner of a
treasurers knowledge and a large professional experience on luster glazes techniques.
This unlimited world of Persian civilization since past centuries, has several influence
field specially the ceramic domain which covers not only the Orient Land but reach
also Ifrigia and Arabic world. And maybe the Mehrab of Ogba Ibn Nafaa mosque is
one of the most important proof of this heritage as it is the main decorated Mehrab with
luster glazes tiles imported from Iraq to Kairouan that Abbas discovered at his last visit
to Tunisia. He seems like he was illuminating his way of researchers by the shiny gold
luster glaze when he observed them passionately with a specialist eye of an alchemist
wrapped in the mysterious world of materials chemistry and their transformation by
the magic of fire. He, first, tried to understand and spell out the history codes written
on those tiles by the ancestors and then he used it to make his own personal practice
between sculptures and installations opened both on, one hand, a shared universal
history and extent of Iranian civilization and, on the other hand, on an actual art reveled
by the light of luster from its origins with double dimensions artistic and spiritual
which take all those who observe his art to the light of the soul.

Mohamed Hachicha

Director of the National Center of Ceramic Art
Tunisia

Sep 2015



An Old Persian Technique and Its New Shape

Some time ago I discovered some gold luster pottery from Persia (Iran), the ancient
city of Kashan. No one from antiquity has been much producing wonderful ceramics,
until I met Abbas who performs this job with great artistic talent and technical ability. I
saw some of his works on websites and checked the quality of the ceramics. I am lucky
enough to have them in my private collection.

One of his exceptional last works is the reproduction of the Mihrab that is in
Pergamon Museum of Berlin now, a very complicated job that has been fulfilled
masterfully. I've followed it step by step photographically.

They are very interesting innovations bringing to the luster technique with new
shapes and decorations of great originality.

I feel much identified with the potter, and we are the last craftsmen who follow the
ancient tradition of golden earthenware, although each in their city and with one’s
own style.

Arturo Mora
Ceramist
Manises, Spain
August 2015
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In search of light

To think of following a tradition as a static ideal is to misunderstand its true nature. A
single example is a distillation of prior work and influences from other art forms.

As artisans we have an obligation to study past work and as artists we have an
obligation to interpret and extend the scope of that tradition and spirit for it to remain
fresh. Like a river, a living tradition must continue to flow otherwise it will stagnate.
And like a river, it will at times proceed slowly, meandering or spreading widely, at
other times quicken and flow deeply.

One of the world’s great ceramic traditions is lustre ceramics. A discovery of the
Islamic world, it reached a high point in ancient Kashan in what is now modern day
Iran with the inspired combination of calligraphy and lustre on tiles.

Abbas has studied the makers of lustre of ancient Kashan and by personal research and
experimentation in such diverse fields as stone paste formulation, glaze and pigment
recipes and firing technology, has come to understand how truly remarkable these
lustre potters have been.

Abbas is one of the few potters in the world that could attempt such an ambitious
project as to replicate the facade of the Mihrab of the Meydan Mosque (the original
of which is now in the Museum of Islamic Art in Berlin). These embossed lustre tiles
with Kufic inscriptions are a harmonious integration of form, surface lustre painting
and content, communication its message as well as its aesthetic presence. One can only
imagine its original impact.

Lustre is at its best when seen in the half-light of a flickering light of a candle or a lamp.
It is then when the connection between lustre and light is most evident and at its most
powerful. The refracted light though the nano layers of metal in the glaze creates its
shine and iridescence, producing the colours of the rainbow.

On an aesthetic level, this inner light of lustre ,every changing with a change in
viewpoint, and appearing to move in the flickering half light, invites contemplation of
the real and metaphysical worlds.

John Kuczwal

Lustre Potter

Wollongong NSW Australia
September, 2015



Figure 13: Lustre tile panel signed by
‘Al ibn Muhammad ibn ‘Abi Tahir,
10. Safar 663 / 2. December 1264,
size: 1.50 x 0.68 m. Acquired in
1927 by the Islamic Art Department,
State Museums Berlin, Inv. 1. 5367,
whereabouts unknown since 1945.
Originally from the mausoleum of
Shah Ahmad Qasim in Qum. After
Exhibition of Persian art 1913, no. 2.
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Figure 12: The Kashan lustre mihrab in the
present exhibition of the Museum of Islamic Tord s olind 5 . S
Art Berlin. Photo: Stefan Weber, 2009. g oo st
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Figure 11: Front cover of the textbook Yo e S S (055Kl S e ) g

¢ L. N « <l - S
Ettinghausen/Grabar/Jenkins-Madina 2003 in e -
paperback, showing a detail from the Kashan
lustre mihrab. © Yale University Press.
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m when it was cataloged, with reason, as rru:rl:-lznt and copied some of his_pictures with[T .o J

ly "attributed to Fragonard.” considerable adroitness. Robert Dell.

™ I The Preece Collection of Persian Art

The famous Collection of

[:"“" PERSIAN FAIENCE axp ANTIQUITIES

Ave. formed by John Richard Preece, Esq. C. M.G., S
which is now for disposal, will be on view at p

The Vincent Robinson Galleries, 24 Wigmore Street, London, W.

Bl:ll during the months of May, June, July and August,
The Collection comprises about 1000 items, including

The Largest and Most Beautiful Mihrab Extant
pre from the Maidan Mosgue at Kashan, messuring 91t. 4in.x6 ¢, signed and dated 623 ofthe Hejira. (126 A.D.)
A Smaller Mihrab "' 00t :;:-;I:ﬁu-ll:“-?nra-;mh &t Koo, dated #3 of ihe Hojio, (FM3 &
A Series of Tiles torming two spandreis mol siecated by sriee of Shal Albas (157928,
L7 An Early 17th Century Altar Cloth roms armestan Sesnery st Joite. Ispaban. 50
Several Suits of Steel ArMoUF dsmascened with gobd, of ol Persiss workmanesip.

The Collaction nares emars: Bore Pottery and Ancient Glass "2

AN [2iineof fhaas Trin Ceminey -~ I¥@X08 or Rhodian Embroideries TiLliuim.
An llustrated Catalogue Raisonne, containing many beautiful plates in colours. can be oblained on
AL application to Messra. Vincent Robinsen. Price 10/ 6d, soch,

Figure 10: Advertisement of the London . 10\ (Gus o)l oS ah s 0l ALl ki N s
exhibition in American Art News 11, no. 32, ’ NV ae YE Y
May 24, 1913.
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CATALOGUE

e

EXHIBITION
of
PERSIAN ART & CURIOS

The (ollection formed by
J. R, PREECE, EzQ, C.M.G.

Lawe M BM (il Gewerad ar [ipalan, Peraia,

AT THE

VINCENT ROBINSON GALLERIES

M, Wigmore Sircet,
LONDOM, W,

MAY, 1913

Figure 9: Title page of the catalogue for the
sales show of the Preece collection at Vincent

Robinson. in London, Exhibition of Persian art DO w0l e o Kiled
1913.
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NERRERE

Figure 8: Masjid-i ‘Imad ad-Din at Maidan-i S O LS Ko ka3 Ul Ay
Sang in Kashan, ground plan. After Ganjnama ’ T v Xt oS
2004, p.120
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Figure 7: Masjid-i ‘Imad ad-Din at Maidan-i LS QLS K Ul 53 pllslas dons IV sl
Sang in Kashan, dome chamber with gibla Lo 5| e G 26 5 i 5 ald e
wall and mosaic faience minbar. Photo: Safa Y410 L3 yanme
Mahmoudian, 2015.
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Figure 6: Lustre mihrab from Kashan, colour
reproduction in the catalogue of the Exhibition
of Persian art 1913, no. 1, showing restorations,
and a part of the outer narrow inscription on the
right in disorder.
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historical
photo after 1897 and before restoration,

showing missing tiles. Museum of Islamic Art

Berlin, archive

3

Figure 5: Lustre mihrab from Kashan,

after a print in the Sarre papers.

>

© Museum fiir Islamische Kunst (SMB).
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Figure 4: The lustre mihrab seen in situ in = 5= Jol ollr 53 sddodss plen)s ol omn o6 e
1881 in the Masjid-i ‘Imad ad-Din at Maidan-i Olals K Ole 3 Bl plles domas 53 (AAY)
Sang in Kashan. Engraving and caption: after FOVAMY Ol d Y 5250 s 5525 5 S
Dieulafoy, La Perse 1887, 206.
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Figure 3: Lustre mihrab from Kashan, Museum  ..J, Ll o (50550 OL3S plcsys e Xy
of Islamic Art Berlin, Inv. I. 5366. Elevation O T
and sections. © Museum fiir Islamische Kunst

(SMB), drawing: Ulrike Siegel, 2003.
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Figure 1: Lugtre mihrab from Kashan, signed by al-
Hasan ibn ‘Arabshah and dated 663/1223, size: 2.80
x 1.84 m. Museum of Islamic Art Berlin, Inv. 1. 5366.
© Museum fiir Islamische Kunst (SMB), photo:
Johannes Kramer.
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the Persian texts cited above on the Kashan lustre mihrab and the smaller mihrab
from Qum when they were &till in situ, and may be demonstrable by texts referring
to other places. The appreciation of lustre tiles was shared by both European and
Iranian writers. Yet given that Europeans travelling in 19th-century Iran were usually
dependant on local guides it is worth asking, to what degree this appreciation was
based on an autochthonous view inside Iran.

Enquiries into such a hypothesis could possibly correct the common perspective that
people in 19th-century Iran had no esteem for historic art objects, before the impact of
Western opinion and scholarship, despite the fact that these objects once were created
and formed part of the visual culture in Iran.
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numbers of tiles, not only Ilkhanid and lustre but also from other periods and in other
techniques, were still being removed from buildings in Iran after 1876, among them
works in the Preece collection, proving that the edict was difficult to enforce.®® The
Kashan lustre mihrab could not have been taken without consent and the help of local
people in Kashan. Sometimes government officials were also involved. The mihrab
that had been taken from the Imamzada-i Yahya in Varamin, is said to have been
brought by Mustaufi al-Mamalik (1871-1932), later prime minister, to the world fair
at Paris in 1900, where it was shown in the Persian pavilion; it was then bought by the
American dealer Kevorkian who lent it to the University Museum in Pennsylvania and
sold it to the Duke Foundation in Honolulu in 1940%.

The final sentences in the introduction to the catalogue of the 1913 exhibition of the
Preece collection reveal that the author was quite well aware, with some tone of regret,
that the removal of such a large number of objects of Persian art from Iran including
the Kashan lustre mihrab, would no longer be acceptable in his time:*

It may be asserted without hesitation that never again will such superb examples of Persia’s
art at its zenith as those brought together by Mr. Preece, be permitted to leave the country.
The officials of the Persian Government are now fully alive to the desirability of retaining
all such valuable specimens, and in fact, the collectors of the East have now become rivals
of those of the West. Whereas in former days potentates and high officials were inclined to
aid enthusiasts in their search for art treasures, opposition now falls to their lot instead, and
it is unlikely that such a large and representative collection as that formed by Mr. Preece will

ever again make its way into Europe.

Thus towards the end of the late Qajar period, even before the introduction of new
heritage laws in the first Pahlavi period, Iranian awareness for material heritage
had changed®'.

The appreciation of lustre ware was a key element in the European esteem of Persian
art. Travel literature raised awareness of it, while foreigners residing in Iran and
collecting art, bought and moved it to Europe. Early attention was given particularly
to lustre tiles, because they were what travellers could see in buildings accessible to
them, while rarely did they come across lustre pottery. The French minister Julien de
Rochechouart (1830-79) may have been among the first to write in a travel report
from Iran in 1862 on lustre tiles, also acquiring some in the mausoleum of “Abd as-
Samad at Natanz?? . Lustre tiles are mentioned as early as 1868 in a catalogue of the
South Kensington Museum®.

An appreciation, however, is also apparent in 19th-century writings of Iranians
who mention lustre tile work when visiting historical buildings. This is evident from
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at London in 19313 and the publication of the Survey of Persian Art in 1938-9% were
the culmination of processes that began in the 19th century with private collecting.

Collections formed within Iran, or other Muslim countries, can be considered a
specific topic. Preece belonged to a group of European experts in Iran in the second half
of the 19th century, who were called in by the Qajar-ruled Iranian government or sent
by their own government and companies in cooperation with the Iranian administration
in order to facilitate the modernization of the country. Several institutions in late Qajar
Iran can be considered nodes of this process, such as the polytechnic college Dar al-
Funtin founded in Teheran in 1851% . Many foreign experts resided for a long time in
Iran and developed an interest in Persian history, culture and arts, which they reflected
and communicated into their home countries and societies. They themselves became
channels of transmission and transfer between Iran and Europe, and when returning,
they were considered ‘experts’ again, now on matters of Iran and Persian culture®.
A considerable number of these foreigners were attracted by Persian art and formed
collections of it while in Iran, and then moved them to their respective home country.
After arriving in Europe, much from these private collections became, sooner or later,
part of public collections, either piece by piece or sometimes wholesale. They often
formed the main basis for the large museum collections of Persian art outside Iran that
exist today in Europe and the West.

Preece, when back in England and by virtue of his interest in Persian visual arts, was
“recognised an eminent authority on Persian art™’. The telegraph companies operating
in Qajar Iran were another node not only of modernization but also of people involved
in transfer processes. Both Preece and Stainton were employed by the British-run
Indo-European Telegraph Department. Benjamin W. Stainton (1856-1927) served
with the Department from 1881 to 1912 and resided for some time in Kashan®®. While
the Persian art objects from the Preece collection and from Stainton’s apparently much
more modest accumulation, of which some entered the 1913 catalogue, were sold
piece by piece, another British colleague brought entire collections to England. The
Scotsman Sir Robert Murdoch Smith (1835-1900) had been director of the Persian
Telegraph Company since 1865. He acquired the large Persian art collections of the
Frenchmen Jules Richard (1816-1891) who taught photography at the Dar al-Funiin
in Tehran, and of Jean-Baptiste Nicolas (1814—75) who had come to Iran in 1854, and
gave them to the South Kensington Museum in London. There they formed the basis
of its extensive Persian art holdings and were exhibited for the first time in 1876.%

In the same year, the Qajar government of Iran issued an edict that prohibited the
removal of artefacts from religious buildings. T. Masyua considers this the dividing
line between two phases of European acquisition of Ilkhanid lustre tiles in Iran. Large



mihrab also appears in the same condition as in the 1913 catalogue.

In course of the restoration in 1959/60 when the mihrab had returned from the Soviet
Union, the conservationist U. Tyroller put the tiles of the narrow inscription in correct order
and substituted some of the old restored tiles with new ones made from gypsum and painted
in nitrocellulose lacquer. An enquiring eye can detect these parts today due to their slightly
more reddish hue (Figure 1). The individual tiles were mounted on seven larger panels in
order to make a movement of the mihrab easier and less risky.”” In 2004/5 the mihrab was
extensively re-examined by conservationists probing future conservation measures.”

A case in point for the transfer of Persian art and lustre ware
from Qajar Iran to Europe

This contribution has looked into the modern history of the acquisition and the restoration
of the Kashan lustre mihrab and has pointed to the question of its late medieval use and
possible re-use in a building that is considered to be of much later date.

The removal of the mihrab from Iran, the collecting of Persian art and lustre ware by
Preece, his biographical path between Britain and Iran, and the subsequent dispersal
and museum acquisition of objects from the collection form a case in point for large-
scale movement and transfer of objects of Persian art from Iran to Europe and the
West in the 19th and early 20th centuries. Originally in a publicly accessible place and
related to a specific context, the mihrab became detached from it, moved to a private
collection in Europe, and came to reside in a museum where it was again visible to
the public, and an object of scholarly studies. The recently produced copy brings the
mihrab back to an audience within Iran, though it differs from the original in some
aspects, most notably in the use of a regular set of square tiles instead of differently
shaped and sized tiles (Figure 3).

While the modern history of the mihrab can be written in some detail from the
point it entered the Berlin museum, by making use of inventory records and archival
documents, less can be said about its earlier history in private hands. The history of
the Preece collection of Persian art and its dispersal would merit a study through
documents in Europe. Under what conditions the mihrab was acquired in Kashan
and who negotiated the acquisition, are questions that could be investigated through
Persian sources and oral history in Iran.

Along with the historiography of ‘Islamic art’,” definitions and constructions of
what came to be understood as ‘Persian art’ in the late 19th and early 20th centuries
and its relation to collecting, travel writing, world exhibitions and scholarly works have
received more attention in past years®’. The great International Exhibition of Persian Art
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changes of 1989, emphasised a clearer chronological and dynastic order. Now the
visitor could see first the Kashan lustre mihrab in room 4, which is devoted to art
from the Samanid and Saljuq (including Atatbak) periods in Iran and Khurasan
(Figure 12). The Konya mosaic faience mihrab followed in room 5, which is
devoted to the Rum-Saljuq period in Anatolia and to the Ayyubid and Mamluk
periods in Syria and Egypt.”!

The modern restorations of the mihrab

Finally, the mihrab’s history of restoration can also be clarified. The mihrab was, and is
today, in very good condition and almost complete (Figure 1).”? In fact, looking at all
available images and sources, the basic condition with almost all original tiles has not
changed since 1897, and only the restored parts have undergone change.

Back when Preece acquired the mihrab, more tiles were missing than during
Dieulafoy’s 1881 visit, as seen by comparing her image (Figure 4) with a small print
from a historical black-and-white photograph which I saw in Sarre’s bequest papers
in the archive of the Berlin museum (Figure 5). Taken after Preece’s acquisition in
1897 but before a larger restoration, the photograph shows that on the right of the
rectangular frame and at the inner arcade some tiles were missing or damaged. Along
this time, they had been substituted, simply by a flat material partly painted with décor
and shown in the photograph dark and strongly differing from the coloured relief of
the original tiles.

By 1913 this had been substitued in a much more elaborate restoration now showing
restored tiles with the same coloured relief décor as the original tiles. This is evident
from the colour reproduction published in the catalogue of the 1913 exhibition of the
Preece collection (Figure 6); the appearance of the missing parts was then basically the
same as it is today” . This must have been the restoration referred to by Stainton (above)
and carried out by an Iranian calligrapher and a British ceramic craftsman trained by
William de Morgan (1839-1917), who is well-known as an artisan of the arts and crafts
movement interested in the revival of the techniques and the design of Oriental ceramics.

However when the mihrab was acquired by the museum in 1927, Kiihnel observed
that on the right side of the mihrab, in the narrow outer inscription band some parts
of the Qur’anic text were not in proper order’*. Apparently in the London restoration,
original tiles and restored ones had been put together in the wrong sequence. Kiihnel
stated that it was not possible to correct that immediately. The colour reproduction
in the Survey of Persian Art in 1938-39 (unchanged in the 1964 edition)” shows the
inscription the same as in 1913. In photographs of other publications of the time,’ the



On public display: in the exhibition of the Museum of Islamic Art in Berlin

With this acquistion, the lustre mihrab from the Masjid-i Maidan in Kashan moved
from the private to the public again. It became a part of the museum display in
the Islamic Art Department at Berlin (Inv. 1. 5366)% and a subject of scholarly
discussions. The year after the acquisition, Sarre and Ernst Kithnel published a short
article on the mihrab; studies on lustre ware dealing with the mihrab followed; a
colour photograph was included in the Survey of Persian Art in 1938-39.% Among
the scholars who studied it in this period was the Iranian Mehdi Bahrami (1905-51)
who worked particularly on lustre ceramics and their inscriptions® . In 1934-35 he
was staying at the Islamic Department as a research assistant following university
studies in Paris; later he became director of the National Museum in Teheran® .

During World War II from 1939-45, all museums in Berlin were closed, and
their holdings were moved to places thought to be secure. Nevertheless the Islamic
Department suffered great losses from air bombardments. The Kashan lustre mihrab
survived, but like many other art objects it was taken as booty to the Soviet Union
where it remained in $torage for many years®’ . The majority of objects including
the Kashan mihrab, but not the small lustre mihrab from Qum (Inv. 1. 5367, Figure
13),% were returned to East Germany in autumn 1958, and the museum opened a new
exhibition in October 1959¢.

The Kashan mihrab was again installed in what was the Islamic Museum now.
While it had been surrounded exclusively by objects of Persian art in the Preece
collection, in the Berlin museum the mihrab entered a visual and comparative
dialogue with other objects and also mihrabs from other Islamic countries. The
exhibition was ordered in a combination of regional subdivisions and media, and to
a lesser extent chronology. The Kashan mihrab was shown in room 14 (“Persischer
Saal”) devoted to art in Iran from the 13th—14th centuries. Lustre tilework and
ceramics of other techniques as well as other media were displayed. The objects
came from both religious and secular contexts, many of the latter with figural
images. Moving from room 13 (“Seldschukensaal”) which displayed art from
Anatolia from the 12th—14th centuries, the visitor had already seen another, and
even larger monumental mihrab from an architectural context, the prayer niche
made of mosaic faience (3.95 x 2.80 m) and dated to c. 1370-75 from the Beyhekim
mosque in Konya. The next room 15 showed Persian art from the Safavid period.”

The new exhibition from 2000, following the re-unification of Germany and of
the two branches of the Islamic museum in East and West Berlin after the political
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However, the mihrab had remained on sale since then for a full fourteen years
without anybody acquiring it. This is amazing in view of its quality and rarity and
of the fact that it was undoubtedly the key object in Preece’s collection. The time
simply may have been unfavourable. World War I broke out just the year after the
exhibition, raging from 1914 to 1918, and the years that followed were characterised
by political and economic turmoil. Nevertheless, Sarre pursued the plan to acquire the
mihrab. The price, on which he and Vincent Robinson & Co. finally agreed in 1927,
was considerable: 6,900 Pounds Sterling, equivalent to 138,000 Reichsmark, but now
including a second, much smaller, lustre mihrab, also from the Preece collection.>

This second choice also demonstrates Sarre’s determination to acquire objects of
major importance. He had already seen the panel in the 1907 exhibition, and it was
no. 2 in the catalogue of the 1913 exhibition, where it was also illustrated in colour
(Figure 13). It was described as a mihrab from an unspecified shrine mausoleum at
Qum.” Signed by ‘Ali ibn Muhammad ibn ‘Abi Tahir and dated 10. Safar 663 / 2.
December 1264, it consisted of two large tiles together measuring 1.50 x 0.68 m (Inv.
I. 5367)%. The craftsman is known as one of the most productive lustre potters. He
also manufactured the mihrab at the Imamzada-i Yahya in Varamin, the mihrab dated
640/1242 in Mashhad and a mihrab, known fragmentary, at Gurgan®’. According to H.
Mudarrisi-Tabataba’i, the panel came from the mausoleum of Shah Ahmad Qasim in
Qum. The Iranian traveller Muhammad Hasan Tabataba’i-Tabrizi, in 1270/1853-54,
and the scholar Muhammad Taqi Baig, in 1295/1877-8, had praised the lustre work
and seen it in place in the mausoleum.® Preece, therefore, must have acquired it
beween 1877-8 and 1906 when he left Iran

Sarre had to go a long way to raise the money, arguing for the rarity of the Kashan
lustre mihrab and comparing it to the one from Varamin® in the official letter of
request to the Ministry of Science:

The acquisition of the prayer niche, to which only one single example outside of Persia is
comparable, in the University Museum in Philadelphia, would be of utmost importance for
the Islamic collection.

In the end, a carpet from Isfahan, which the Islamic Art Department had on loan
from the Museum of Applied Art (Kunstgewerbemuseum) in the former royal palace,
was sold for 60,000 Reichsmark, a further 6,000 Reichsmark came from the budget
of the Department, and the remaining 3,600 Pounds were given as a long-term loan
without interest by the bank director Goldschmidt.®® Jakob Goldschmidt (1882-1955)
was a generous patron of the Department on another occasion; he and Sarre were well
acquainted®' . Finally he figured as the donor of the smaller lustre panel from Qum®,



collection, valuable alike from the historical, the archaeological, and the aesthetic
point of view” but it is clear from the text and from the location in The Galleries
that this was a sales show. The event was also advertised in the American Art News
published in New York, which announced that “The Preece Collection of Persian Art
[...] comprises about 1,000 items” and contains, in bold print with reference to the
Kashan lustre mihrab, “The Largest and Most Beautiful Mihrab Extant” (Figure 10)*.
The combined enterprise of a major and widely announced exhibition and of a well-
illustrated catalogue must have contributed to the image of Persian art at the time,
although both have rarely been cited in recent scholarly literature®.

From market to museum: Sarre’s acquisition for the Islamic Art Department
at Berlin in Germany

The Kashan lustre mihrab moved again, now from England to Berlin, Germany,
when it was acquired by F. Sarre in 1927 for the Islamic Art Department in the State
Museums*’. When founded in 1904, the Department was one of the first museum
institutions specifically devoted to housing and studying works of Islamic art, or art
from Muslim countries. Initially called the Persian-Islamic Department, because the
early collection reflected the Persian art interests and object loans of its first director
Sarre, then the Islamic Art Department (until 1935), later the Islamic Department
and Islamic Museum, and now the Museum of Islamic Art (Museum fiir Islamische
Kunst), it houses currently one of the world’s richest collections of pre-modern art from
Muslim countries. It was the concept of the foundation to consider Islamic art an entity
of equal standing with ancient West Asian and Classical Roman and Greek art, which
were displayed in other departments of the same building, the Pergamon Museum.*

Friedrich Sarre (1865-1945) had studied art history and was one of the central
personalities in the German speaking countries and in Europe, who were involved in
shaping the scholarly field of Islamic Art history at the beginning of the 20th century®.
His main scholarly interests included Persian art and ceramics. His book on Persian
monuments showed many examples of tilework in photographs taken on travels to
Iran, Turkey, and Central Asia.*

The lustre mihrab had not been seen in place by Sarre when he travelled to Kashan
(above). He saw it for the first time on a visit to the residence of Preece’s brother in
Wimbledon in 1910°' . He had known of the Preece collection since 1907 when he had
written a review of the Exhibition of the Faience of Persia and the Nearer East at the
Burlington Fine Arts Club®?. Sarre and Peerce exchanged several letters in 1912, the
year before the sales exhibition at Vincent Robinson & Co.»
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For the few tiles which could not be recovered, there have been substitutes, under my
supervision, reproductions made with the aid of a skilful calligrapher of Tehran and that
of an equally skilled worker in glazed pottery in London, a pupil of the late William
de Morgan. They have been so fashioned as to avoid all suggestion of “fake,” frankly
proclaiming themselves as inserted for the purpose of demonstrating the character of the

mihrab in its original form.
A private treasury: the mihrab in the Preece collection of Persian art in England

John Richard Preece (1843—1917) came to Iran in 1868 in the service of the Indo-
European Telegraph Department. He became British Consul at Isfahan in 1891, and
was General Consul from 1900 to 1906 when he retired to London.*

During his long residence in Iran, Preece collected a large number of objects of
Persian art in various media and, like many foreigners in Iran, was particularly attracted
to lustre works and pottery. The collection was sent piecemeal to the residence of his
brother, Sir William Preece, at Gothic Lodge in Wimbledon. In the end it was said to
amount to about a thousand objects™’.

Objects from the collection including the lustre mihrab from Kashan, were shown to
the British public for the first time in 1905 when they were lent to the South Kensington
Museum in London (later Victoria & Albert Museum).*® Ceramic objects from the
Preece collection, but not the Kashan mihrab, were also on display in the Exhibition of
the Faience of Persia and the Nearer East at the Burlington Fine Arts Club in 1907%.

A great Exhibition of Persian Art presented the entire Preece collection at The
Galleries of Vincent Robinson & Co. in London, opening from April 1913. The
company was known as a seller of Oriental art and particularly carpets including the
famous Persian carpet from the Safavid dynastic shrine at Ardabil®. Possibly Preece
wanted to sell the collection due to advanced age. In 1913 he was seventy years old,
and he lived for only four more years. A lavish catalogue of the exhibition documented
objects from the collection in 492 entries, many of them tiles and pottery (Figure
9). The Kashan mihrab was presented as the major highlight of the collection in the
catalogue and in other publications orchestrating the exhibition*'. In the catalogue it
was proudly shown as entry no.1 and illustrated by a costly colour reproduction from a
photograph (Figure 6).*? A further twenty objects were in the possession of Stainton®.
A brilliant Safavid garden carpet (now in the Al-Sabah Collection in the Dar al-Athar
in Kuwait, Inv. LNS 10R), an Andalusian, so-called Alhambra vase, and eleven pieces
of “Naxos tapestry embroidery” were added to the catalogue and the exhibition*.

The foreword justifies the show as “a public exhibition of this extraordinary



Indeed, as mentioned above, in Dieulafoy’s image of the mihrab from 1881 around the
same time, some tiles were clearly missing or damaged (Figure 4).%°

Thus British statements made much later in publications relating to the 1913
exhibition of the mihrab as part of the Preece collection (below) were not merely
apologetic. They go, however, far in depicting the acquisition and the removal of the
mihrab from the mosque to England as an action of safeguarding it against continuing
theft. It can be doubted that Iranians such as ‘Abd al-Ghaffar would have agreed with
this view. The author of the introduction to the catalogue of the 1913 exhibition of
the Preece collection lauded Preece for searching for those tiles that had already been
taken from the mihrab before the acquisition and argued:*'

A large number of the tiles comprising this mihrab were carried off surrepetitiously and
were secured later on, tile by tile, by Mr. Preece until at length the guardian of the mosque
was induced to dispose of the remaining, and most important portion of the panel. The
negotiations to this end extended over a period of nearly twenty years.

Asimilar story is told in retrospect by Stainton in 1923. If it is true that he was the director
of Vincent Robinson at the time,** then it is no surprise that he argues along the same line as
the 1913 catalogue, but as mentioned above, he adds some important information:

Early in the year 1879 [...] it was my good fortune to see the first time the famous Persian
mihrab [...] which was the glory of the Masjed-e-‘amadi or Mosque of Kashan’s Market
Square. At that time the magnificent mihrab was intact in every particular, although Mme.
Dieulafoy when visiting it in situ several years later found that already a few of the side
tiles had been abstracted. These thefts, in spite of the expenditure of both life and money
involved in the efforts of the authorities of the mosque to frustrate them, continued for
some time, and it no doubt was due to the fact that their efforts were fruitless that the
authorities finally were influenced to part with the mihrab to my old friend and colleague,
the late J. R. Preece [...].

Yet now Stainton, who had been residing for some time in Kashan, proudly
proclaims to have been involved in rescuing missing tiles:*

I am glad to be able to record that in the course of my residence at Kashan I was instrumental
in tracing and recovering for Mr. Preece several of the missing tiles, so that at a some what

later period it became possible to restore the prayer niche to almost its pristine beauty.

Stainton was also responsible for substituting some of the missing tiles with modern
copies once the mihrab had arrived in England, providing information that is important
for its restoration history (see below):%
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book, comparing it to the one at Varamin: an “admirable mihrab, revétu de faiences
a reflets métalliques; ces émaux égalent en beauté ceux du célébre imamzaddé Yaya
de Véramine.” The book provided the first published image of the mihrab, a view
from the side reproduced as an engraving from a photograph (Figure 4). It clearly
shows that several tiles on the lower right side of the middle arcade of the mihrab were
damaged or missing, and a smaller area on the left side. The engraver placed a figure in
the image thatis much smaller than lifesize, in order to enhance the monumentality of
the mihrab; this was a widespread convention in 19th-century architectural depictions.
Later observers who still saw the mihrab in place include the British traveller George
N. Curzon in 1889 (“a superb mihrab, or prayer niche in embossed and enameled
faience™),” and Albert Houtum-Schindler who resided a long time in Iran (“‘a mihrab
[altar] with beautiful old tiles”).>* However, when the German art historian Friedrich
Sarre visited Kashan early in 1900, he noted that the mihrab had been taken away and
“only a few tiles from it were shown to me at an Armenian telegraph employee.” »

How the mihrab was taken from Kashan

It was the Englishman J. R. Preece who had acquired the mihrab and sent it to England.
Although no precise date is mentioned, it is clear from the above that this must have
taken place before 1900. According to a note on the old inventory card in the Berlin
museum, the mihrab was taken away in 1897%. The removal and dismembering of
such a monumental object of tilework firmly attached to the gibla wall of a mosque
must have been a major event in Kashan. The location in the bustling center of the
bazaar and at a maidan and the fact that extensive repairs had been carried out for 700
tuman in 18777 strongly suggest that the mosque was in use at the time. Thus the
removal of the mihrab could not have been undertaken without the consent of those
responsible for the mosque and its vaqf, and of authorities in the city.

It seems that even earlier tiles from the mihrab were disappearing to interested
buyers, and that the idea of selling the mihrab was in the air. In 1299/1881-82 the
Iranian ‘Abd al-Ghaffar Najm al-Mulk reports in his travel account with regret that the
mihrab might be sold for a high price to Europeans.?®

I'saw in the mihrab of a mosque good tilework in relief and in mosaic® , which is very much

considered to be worth seeing. Europeans (would) buy it for at least two thousand ruman. It

is a misery that they will carry it away by whatever contrivance.
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architecture as well, as known mosques from the 13th—15th centuries usually have
a prayer niche on a half round or, less often, rectangular plan'’. At the mosque of
Kashan, the lustre mihrab was set flush into the back wall of a niche twice its height,
that is one of four identical niches formed by arcades in the axes of the dome chamber,
which are connected by corner arches and define a regular octagon as a basis for
the dome (Figures 7-8). While the flat mihrab is in a rectangular recess that can be
considered a niche, there is nothing to visually distinguish this niche from the other axial
niches in the dome chamber, except the presence of the luster tilework. This flat niche
differs from the clearly expressed half round niches of mihrabs in other mosques.

Thus the Kashan mihrab’s modern change of context may have had a different
medieval antecedent. An earlier building with the lustre mihrab in this place might
have been associated with another function; or the mihrab was taken from another older
building, a mausoleum or a shrine, and transferred to the mosque as an embellishment
and an enhancement of its status.

The growing international appraisal of the mihrab and of lustre ware
in the 19th century

The French traveller Jane Dieulafoy is generally cited as the first modern observer to
report on the Kashan lustre mihrab in her book La Perse from 1887. The fact that the
book provided an impressive large image of the mihrab (Figure 4), and subsequent
English publications, contributed to an international appraisal of the mihrab among
people interested in Persian art. Lustre ware in particular had become a highly valued
item in European collections formed in the later part of the 19th century'® .

Yet there surely was, earlier than Dieulafoy, an appreciation and an awareness of
the Kashan mihrab and of lustre ware among Iranian observers. Looking at modern
ones, the Iranian Zarrabi notes in his history of Kashan, finished in 1288/1871-72,
splendid tilework in the mosque' . The polymath and chronicler Muhammad Hasan
Khan mentions a minbar and a mihrab in his account of the lands of Iran, finished
in 1879%, In 1881 the traveller ‘Abd al-Ghaffar praises the mihrab as worth seeing
(quotation below). Other places with lustre tiles, such as the small mihrab from Qum
mentioned below, received similar attention from 19th-century Iranian writers?'.

The first European with information on the mihrab was, before Dieulafoy, the Briton
B. W. Stainton in 1879 although he published his observations only more than forty
years later. According to him, the mihrab was completely intact at the time, while two
years later during Dieulafoy’s stay some tiles were missing (quotation below). From
the visit in 1881, Dieulafoy published an enthusiastic reference to the mihrab in her
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(663/1265), and one from the mausoleum of ‘Ali ibn Ja‘far in Qum in the Islamic
Department of the National Museum at Tehran (734/1334).6

For which building was the Kashan lustre mihrab made? The dome chamber,
in which it adorned the gibla wall, belongs to a mosque built almost two and half
centuries later (Figures 7-8). The courtyard mosque including the dome chamber is
related to a building inscription at the portal, dated 868/1463—64 and in the name of
Mir ‘Imad ad-Din Mahmtid ash-Shirvani, who ordered its construction upon returning
from pilgrimage.” The mosque was part of an ensemble around the square in front of
it, including a khangah, a hospital, a caravanserai and a building with a mechanical
clock. A mosaic faience inscription on a pier in the southwest corner of the mosque
courtyard is dated one year before the inscription at the portal, a vagfnama relating to
the ensemble nine years after it.* The minbar in the dome chamber is revetted with
mosaic faience in Timurid style (Figure 7) and has been ascribed to the years 872—
3/1467-9 °. Many stone panels with edicts from the Safavid period and an early Qajar
restoration inscription attest the continuous later use and importance of the mosque,
which had a central position in the bazaar.!’

Yet the ground plan (Figure 8)"' shows some incongruities that could be due to an
earlier building, which was replaced or largely refurbished by the new foundation in
the Timurid period. The orientation of the halls to both sides of the dome chamber,
each with its own prayer niche, differs from the latter. E. Schroeder also thought that
the piers in the southwest corner would point to an older building 2. However, to date
no in-depth study of construction phases in the building has been undertaken.

This leaves the question of whether the mihrab was made for a precursor mosque
at the same site, or for another building and another place, whence it was taken and
installed in the dome chamber of the Timurid mosque. Two arguments allow examining
the latter possibility'®. Firstly, all other five preserved, completely surviving lustre
mihrabs of similar monumental size were originally installed in places or mausolea
considered to be holy shrines'*. Many other lustre panels with an arcade motif like in
a mihrab but smaller in size, such as the panel from the mausoleum of Shah Ahmad
Qasim in Qum mentioned below (Figure 13) and other kinds of lustre tilework are
predominantly associated with tomb and shrine architecture'® .

Secondly, if one follows the classification of Nuha Khoury, the Kashan lustre mihrab
is a flat mihrab and thus the image of a prayer niche, but not a niched mihrab (or
mihrab mujawwaf in Arabic terminology). While mihrab images, she argues, were
mainly associated with a tomb or a shrine in medieval Islam, a mosque would require
the mihrab to be a niche. Khoury based her argument largely on medieval Arab
architecture, using few examples from Iran.'® The argument can be applied to Persian



The medieval mihrab and its use in the later Masjid-i ‘Imad ad-Din
at the Maidan-i Sang in Kashan

The Kashan mihrab is one of six surviving monumental lustre mihrabs from medieval
Iran; two more are known as fragments.? It has been called “the largest and most
beautiful™ , and while the former is not correct, one can easily agree with the latter
on account of its quality and delicately balanced colours. It was produced in 663/1226
after the first Mongol conquest of Central Iran that had been ruled by Atabak princes
following the end of the Saljuq sultanate, and before the establishment of Mongol rule
under the Ilkhanid dynasty; it exemplifies continuity and change of lustre ware from
the Saljuq to the Ilkhanid periods.

The mihrab is a large flat panel measuring 2.80 x 1.84 m and consisting of 74
individual tiles with décor in relief, painted on white ground in blue and turquoise and
with lustre overglaze (Figures 1-3). It shows, in a wide rectangular frame of inscription
bands, three successively smaller keel-arched arcades, each set into the previous.
The arrangement gives the impression of three arcades receding in depth, or of an
image of architecture with two successive arcade openings and a final niche. The two
outer arcades are emphasized by half-round columns with bell-shaped capitals. The
outermost arcade has a rectangular frame with two inscriptions, the middle arcade one
inscription, while the innermost arcade is defined by an inscription band. Small vegetal
patterns in white are reserved from a ground of shimmering lustre in golden and brown
tones and contrast with the blue and turquoise used for the letters of the inscriptions
and for large vegetal patterns.

The inscriptions cite passages from the Qur’an that relate to paradise, prayer, the
glory of god, and monotheism, from the outer to the inner inscriptions: Suras 76: 1-9,
17: 80-83, 11: 116, 2: 256, 112, 97, 2: 131. The Sunni confession of faith is placed
right in the middle of the mihrab in large blue letters on the horizontal band. Framing it
right and left, a Shiite formula on the special position of ‘Alf is shown smaller in white
on lustre ground on the capitals. The largest and visually most prominent second outer
framing inscription ends with the signature and the date in Arabic (Figure 2):°

This has been written at the end of Safar the year six hundred and twenty three. It has made
al-Hasan son of ‘Arabshah.

Lo o el Jas loxw 5 o ke Cl R dn Sl B SIS
Of'the other five complete lustre mihrabs from Iran, three are from the shrine of Imam

Riza at Mashhad and are kept in its museum (two dated 612/1215, one 640/1242), one
is from the Imamzada-i Yahya in Varamin in the Doris Duke Foundation at Honolulu

T/NY
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“The Most Beautiful”: The History of the 623/1226 Lustre Mihrab
from Kashan and Persian Art Collecting in Europe

Markus Ritter *

The famous lustre mihrab signed by al-Hasan ibn ‘ Arabshah and dated 623/1226, from
the Masjid-i ‘Imad ad-Din at Maidan-i Sang in Kashan (Figure 1) has had an amazing
career. Moved in the 19th and 20th centuries as a highly appreciated object of Persian
art to different places in Europe, it is now a highlight in the Museum of Islamic Art in
Berlin (Figure 12), and was chosen at the beginning of the 21st century as the cover
image of the internationally most widely known textbook on medieval Islamic art
(Figure 11).! Now in 1437/2015 — depending on the calendar, more than, or almost
— eight hundred years after its manufacture, this mihrab has gloriously re-appeared in
Iran as a copy produced by the lustre ceramics expert and potter Abbas Akbari.

The original mihrab had been taken from Qajar Iran to a private collection in
Wimbledon, close to London, in England in 1897; it was sold in 1927 to the Islamic
Art Department of the Berlin State Museums in Germany, taken in 1945 as booty
of war to the Soviet Union, returned in 1958 to the museum in what then was East
Berlin in the German Democratic Republic and is now the capital of the Federal
Republic of Germany.

Such far-distance travel of objects of art, through time, country, and context, is not
unique to Persian art or to the modern period. Objects of art have, more often than not,
many lives with different contexts of use. They could become a gift, sent away as a
diplomatic present, sold as a costly artefact, stolen or taken as a trophy — and each of
these possibly several times throughout their existence.

Yet this mihrab exemplifies three phenomena surrounding the transfer of artefacts
and objects of material culture that seem to be particular to the 19th and early
20th centuries: the large-scale movement of non-European historical artefacts to
Europe and the West in a growing market for private and public collections driven
by aesthetic and scholarly interests and by a desire to acquire and measure the
world within the, often colonial, perspectives of the period; the movement of large
architectural elements (which a mihrab of this size is) or even the main parts of
a building that were detached from the original — something quite different from
the movement of individual small objects of art; and the acquisition and selection
of objects from Iran that served to construct a Western image of Persian art which
became accepted in Iran itself, such as manifested in the influential Survey of
Persian Art, first published in 1938-39.2



There are significant differences between these two works from view point of
technique and also patterns, motifs, etc. But there is something in both of them which
can be displayed in the correct direction in the realm of contemporary art. I regard
this quality as a kind of inner light (illumination)! In past art, especially the Islamic
art and its great works, material goes beyond its limits and becomes detached from its
materialistic characteristics. This quality is most evident in Islamic pottery, particularly
lustre works. Here soil transforms into light to show that how artists in the past open
a door before you where you can understand how to encounter artistic traditions and
ancient heritage in order to face with the contemporary art.

Ceramic in An Oriental Devotion collection is accompanied by iron and bronze.
Although the metallic layers of ceramic surfaces are very thin, they look more evident
and noticeable than those of metal objects. Hence they demonstrate that in art of the
past and Iran's art in particular, how the material used is refined and how it becomes
detached from its physical characteristics. This collection aims at providing evidence
to show how we can create a new modern-day identity from the old past one by
removing mere formalistic features (motifs, writings, etc.) and realizing the more
important hidden elements of ancient art.

I've taken two forms of the word «mihrab» into consideration while making these
works: first, mihrab from Arabic, meaning «the field of harb» («battlefield») with
Satan or evil-prompting self (devilish ego); second, mihrab from Persian, derived from
«mehrabey, the equivalent for Mithraism (The worship of Mithra, the Iranian god of
the sun, justice, contract, and war in pre-Zoroastrian Iran). I'm not looking for the root
of the word «mihraby in Arabic. I don't believe that mihrab is a place or field to fight
with somebody or something. Mihrab (in its both forms mentioned above) for me
is a place for seclusion and worship. We don't become fighters or warlike beings in
mihrab, but we become lovers!

Here, there are some people who did me a great service in compiling this collection
and writing something about the work from their own points if view, including
Professor Markus Ritter from Austria, Arturo Mora from Spain, John Kuczwal from
Australia, Mohamed Hachicha from Tunisia. Here I should express my gratitude for
their generous support.

But the entire project could not be done without the financial support of Masoud
Lotfi in printing and publishing it for free. I consider this support mostly a spiritual one
rather than just affording costs. He has been so generous to Iran's culture and art in this
regard. I'm truly thankful to him too.

Abbas Akbari
Kashan, September 2015

5/\-%
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travelled with my good friend and fellow, Mohammad Hossein Rahmati, to Europe to
visit the great art museums. It was in Pergamon Museum of Berlin where the mihrab
of Masjid-i ‘Imad ad-Din at Maidan-i Sang was exhibited in a salon. On the one hand
I was sad to see this piece of art outside my country, but on the other hand happy to
see it having been kept in good condition where many ones could visit the location.

Then we left the museum. My friend, Mohammad Hossein, said: «It was really
good if you made a model of this mihrab.» Although I was able do it in that time, |
felt the work would be more than a mere model or copy. Therefore I waited for 10
years so that this work could find its correct position through my reevaluations and
studies in the Iranian culture and art. I started the work by modeling it in different
samples. I was at the beginning of the work when my brother, Reza, who was
a religious person with spiritual ideals, died unexpectedly. He was interested in
helping me to make the work. I lost all my motivation for continuing the job. But
later 1 thought I would ignore his wishes if | left the work unfinished. This accident
regained my energy to go on with new motivation. I was almost completing the
work while I received invitations from international symposiums of sculpture and
ceramics among which the one from The International Symposium of Ceramics,
Tunisia. I, beyond doubt, accepted and travelled to the north of Africa, Carthage,
Tunisia. Before going there, I asked the authorities of the symposium to prepare
the situation for me to take a visit to Kairouan and see lustre tiles in mihrab of the
Great Mosque of Kairouan. They accepted my request and did what I wanted. I will
never forget that favor. These tiles go back to about 1200 years ago and belong to
the first lustre earthen mihrab in the world. Although other parts of the mihrab are
made from other materials, the most important part is in fact the mentioned tiles.
It was important for me to see the work at close range, because the printed images
could not have shown their original metallic reflection. I recorded this quality in
the photos I took. Unlike the mihrab of Masjid-i ‘Imad ad-Din at Maidan-i Sang in
Kashan, the one in Kairouan has independent tiles in small sizes that I had inspired
from in making the copy of Maidan-i Sang and also the new metallic tiles of the
work. Therefore, An Oriental Devotion is not just a replicate of an old work of art
from Iran, because it is principally impossible to make accurate copies of ancient
lustre potteries. By the way, I wasn't looking for such a purpose. But I hoped I could
put one of the copies of the work in its main location in the vacant place. Indeed,
what I'm looking for in this work is to introduce some hidden aspects of Islamic
art, especially the Islamic-Iranian art. Therefore, knowing the attitudes of past
artists toward this technique is much more important than scientific and technical
knowledge of the work.



About An Oriental Devotion

A substantial part of artworks has undoubtedly been made as a result of religious
motives or the orders in this respect. Although such works are available in most
civilizations, Oriental spiritual works of art should be considered form a different point
of view at least for the reason that the motives for producing these works in the Orient
are mostly based upon artist's inner intentions and believes rather than orders made by
institutions. Examples of such works abound in Iranian history and culture, especially
in the Islamic period. I should confess that working in this field didn't generate the
required motivation for me at first as it does now. According to my personal interest
and field of study, I've chosen another subject from Iran's history and art in order to
show my personal interpretation of a historical heritage and the way to deal with which
in the contemporary art. Therefore I decided to work on the mihrab (prayer niche) of
Masjid-i ‘Imad ad-Din at Maidan-i Sang in Kashan.

I first went to Kashan 15 years ago to teach in its university. I occasionally went to
see the important historic works of the city in my leisure. It was in that time [ felt for
the first time the absence of the luster glazed mihrab of Maidan-i Sang Mosque whose
good reputation has been recorded in many texts and references. Some years later |
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Dedicated to my brother,

Reza.

He who was passionately devoted
Towards a mihrab of light.
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